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HOUSTON-FEARLESS PANORAM DOLLY 


New life! New action! New drama! New interest! . . . are 
achieved by pictures made with the Houston-Fearless Pano¬ 
ram Dolly. Gives cameras complete mobility, produces smooth 
pan effects, angle shots, running shots, dolly shots and count¬ 
less special effects. Raises camera from low to extreme high 
position smoothly and silently. Dollies in and out of scenes 
quietly on rubber-tired ball bearing wheels. Dolly track avail¬ 
able. Deluxe model can also be moved sideways. Running 
board attaches to side, if desired. Very maneuverable. Proved 
completely dependable by leading studios in Hollywood and 
throughout the world 










H-F FRICTION HEAD 


Provides smooth, easy panning and tilting of cameras. Pans 
360° on ball bearings. Tilts 45° up or down with camera 
counterbalanced at all times. Variable drag and brake are 
provided on both pan and tilt. Adjustable handle. Fits 
Houston-Fearless and other standard tripods, pedestals, 
dollies and cranes. 


H-F ALL-METAL TRIPOD 


Combines extreme ruggedness, adaptability, rigidity, ease 
of operation and portability not found in any other tripod. 
For studio or field use. Levels automatically. Tubular steel 
legs are easily adjusted for height —lock positively to pre¬ 
vent slipping. Folds compactly. Two sizes: % and full length. 


H-F TRIPOD DOLLY 


Gives convenient mobility to tripod-mounted cameras. In 
the studio, it offers a rapid means of moving camera. 
Wheels swivel for maneuverability or can be locked paral¬ 
lel for straight line tracking. In field, provides easy means 
for positioning camera. Strong, lightweight tubular steel. 
Folds compactly. 


"WORLD'S LARGEST 



















































TRUE PROFESSIONAL. 2709-Special. 16mm adapta¬ 
tion of the 35mm camera long popular with Holly¬ 
wood film studios. Meets the needs »f the television 
field. Four-lens turret accommodates all TTH 
Speed Panchrotal lenses. Famous B&H fixed-pilot- 
pin film movement. 170°/adjustment shutter with 
automatic or manual dissolve. 200-, 400-, and 1000- 
foot B&H 35mm magazines may be adapted. 35mm 
version also available. Model 2709-D. 


FAST, ACCURATE SPLICER. Automatic Film Splicing 
Machine.Built to very close tolerances to. give quick, 
clean, accurate splices, strong as the film itself! 
Speedy operation means economy and efficiency. 
Splices negative or positive 8mm, 16mm and 35mm 
film. 


PERFECT PERFORMER. 16mm 70-H camera. Seven film 
speeds, governor controlled—three-lens turret with 
positive-type viewfinder system — shutter stabilizer 
— hand crank, rewind knob—adapted for external 
magazine and electric motor. 


RIGHT FOR TELEVISION USE. 300-watt pre-aligned 
lamp in new design, high intensity lamphouse pro¬ 
vides perfect light for printing any type of 16mm 
film, fine grain, black-and-white or color. Three- 
way aperture for continuous printing — sound and 
picture separately or both together. Minimum speed, 
60 feet per minute. Other models available. 



TELEVISION 



F OR more than 40 years the Bell & Howell name 
has stood for the finest among Hollywood ex¬ 
perts. And today—for television and every other 
professional use—it is still the first choice of the 
men who know! 


GUARANTEED FOR LIFE 

During life of the product, any defects 
in workmanship or materials will be 
remedied free (except transportation). 


You buy for a lifetime when you buy 

Bell ^ Howell 


For further information about these and other B&H 
products for professional use write Bell & Howell 
Company, 7148 McCormick Road, Chicago 45. 
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ON THE COVER 

UNIVERSITY of Southern California Department of Cinema students in a 
tense moment filming a closeup for “Let Me See,” 16mm color and sound 
documentary which recently won for the University the Screen Producers 
Guild Gold Award medallion in the SPG’s 1953 Intercollegiate Film 
Awards. From left to right are Bob Keifer, assistant cameraman; Herbert 
Skoble, director; and Harry Dorsey, grip, holding scrim. Picture was filmed 
almost entirely with the University’s Mitchell “16” camera. For his achieve¬ 
ment in directing the picture, Skoble was presented with duplicate award by 
the Guild. His story on making the film begins on page 482, this issue. 


AMERICAN CINEMATOGRAPHER, established 1920, is published monthly by the A. S. C. 
Agency, Inc., 1782 N. Orange Dr., Hollywood 28, Calif. Entered as second class matter Nov. 18, 
1937, at the postofhce at Los Angeles, Calif., under act of March 3, 1879. SUBSCRIPTIONS: 
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...with this announcement 

the Mitchell 
Camera Corporation, 
for the first time 
in history, 
now offers you 
MB shipment of the 


are currently 
being made 


IMPORTANT ANNOUNCEMENT 

re: the Utitchell 
16 mm Professional Camera 


famed Mitchell 16 mm 



THE CAMERA WITH A HERITAGE 

There is no substitute for a heritage 
of great engineering. No 16mm motion picture camera 
made anywhere in the world can match 
the technical perfection which a Mitchell 16 
brings to your film. Each 16mm camera has the same 
supreme custom workmanship and Mitchell’s 
exclusive, positive operation that is today world-famous 
... wherever truly professional films are made. 


Professional Camera 
on receipt 
of your order. 



CORPORATION 


* p 


666 West Harvard Street • Glendale 4, Calif. • Cahle Address? ''M1TCAMCO' 


•K* 85% of the professional motion pictures shown thranqhaut the world are filmed with a Mitrhell 









= 35mm 


Model 11 

a truly GREW 


CAMERA I 



= for TV, Newsreel 
= and commercial 
= films 


= For tough and trying assign- = 
:= ments, ARRIFLEX 35 is in a EE 
class by itself. Reflex focusing ^ 
= through photographing lens = 
EE while camera is operating— = 

— this is just one outstanding = 

= ARRIFLEX feature. EE 

EE: Equipped with bright, right- ~ 

— side-up image finder, 6% x = 
EE magnification. Solves all par- ~ 

— allax problems. 3 lens turret. ^ 
= Variable speed motor built ~ 
~ into handle operates from 

= lightweight battery. Tachom- — 
Ez eter registering from 0 to 50 EE 
= frames per second. Compact, = 
ES lightweight for either tripod EE: 
= or hand-held filming. Takes = 
= 200' or 400' magazine. Write EE 
for free folder. ~ 



WHAT’S NEW 

in equipment, accessories and service 


Electric Footage Counter —A new 

single model electric footage counter 
for either 16mm or 35mm film is an¬ 
nounced by The Camera Mart, Inc., 
1845 Broadway, New York 23, N. Y. 
Housed in attractive metal cabinet 
finished in gray crackle enamel, new 
unit contains a precision footage meter 
driven by a synch motor. It may be 
easily interlocked with a projector, re¬ 



corder or any other film instrument 
requiring accurate measurement of foot¬ 
age. Further uses will be found in film 
editing, script timing, rehearsals, etc., 
for motion pictures and TV. Complete 
with neon light current indicator and 
extension cord, price is $75.00. Litera¬ 
ture is available. 


Projection Lenses —A new series of 
f/1.8 Super-Cinephor projection lenses 
designed to produce maximum bright¬ 
ness, contrast and sharpness, edge-to- 
edge, on all types of professional movie 
screens is announced by Bausch & Lomb 
Optical Company, Rochester, N. Y. Ac¬ 



cording to B & L, tests have shown that 
the new lenses, without sacrificing reso¬ 
lution and illumination in the screen’s 
center, will greatly enhance these quali¬ 
ties on regular 2-D screens and also 
on the new types for CinemaScope, 


other wide-screen processes, and 3-D. 
The new lenses employ five different 
kinds of optical glass; these, combined 
with a new design formula, eliminate 
color absorption and transmit the full 
color and brightness of image. 

The lenses are available in a wide 
range of focal lengths, which will be 
expanded steadily in the coming months, 
the company reports. 


35mm — 16mm Lab Services — A 

wide range of film laboratory service, 
including direct reversal blowup prints 
from 16mm to 35mm; color blowup 
negatives, and blowup separation nega¬ 
tives are available from Filmeffects of 
Hollywood, 1153 No. Highland Ave., 
Hollywood 38, Calif., who long have 
specialized in servicing the 16mm color 
film producer. Company made the 
35mm blowups from original 16mm 
Kodachrome for RKO-Radio Pictures’ 
“The Sea Around Us.” 


“New Look” For Filmos —A “new 
look” for two Bell & Howell 8mm spool¬ 
load cine cameras (the 134-V single¬ 
lens, and the 134-TA tri-lens) is an¬ 
nounced by the manufacturer. 

Cameras are now available in a new 



fawn metallic finish to match their 
companion piece, the B&H Regent 8mm 
projector. In addition, the standard %- 
in. f/2.5 lenses now come with click 
stops for easier, surer setting. Camera 
prices have not been increased; the 
134-V sells for $89.95, the 134-TA (pic¬ 
tured) sells for $129.95, including F. 
E. tax. 


Sync Motor Stabilizer —A new power 
amplifier of greatly increased accuracy 
and frequency range than any hereto¬ 
fore available has been announced by 
(Continued on Page 468) 
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PHOTO SUPPLY CORPORATION 


235 FOURTH AVI!., NEW YORK 3, N. Y. 


GRomercy 5-1120 


ARRIFLEI35 


The ideal 35mm movie camera for TV Newsreel, Industrial, 
Travel and Scientific Motion Picture Photography. 

FAMOUS ARRIFLEX FEATURES: 

# Reflex focusing through taking lens, even when camera is 
running. 

# Bright erect image finder, 6 V 2 x magnification. 

# “Follow-focus” without assistant. 

# No parallax or other finder problems. 

# Full frame focusing and viewing. 

# 3-lens turret. 

# Quick change geared film magazines (200 and 400 feet). 
No belts to connect. 

# Variable speed motor built into handle. 

# Tachometer registering from 0 to 50 frames per second. 

# Compact, lightweight. 

# Equally adaptable for tripod or handheld filming. 

# Easily detachable matte box-filter holder. 


EDWIN E. OLSEN 

of DUDLEY PICTURES 
CORPORATION 

Writes Mr. Olsen: 

“. . . In my many years of experience behind the camera, 
/ have filmed a multitude of subjects all over the world , 
and v'herever I went, my Arriflex went with me. 

My most recent project was a sports film, shot in the 
Hawaiian Islands, the first ever to be photographed in the 
new ultra-wide dimension . . . VIST ARAM A. 1 used my 
Arriflex exclusively. 

If I were asked to give one reason for preferring the 
Arriflex, I would say portability. The Arriflex is power 
driven and it permits through-the-lens focusing and view¬ 
ing. It does everything that in the past would have re¬ 
quired cumbersome equipment. Yet, it is light and rugged 
and can be easily carried into the remotest and most 
inaccessible locations.” 

Available at leading dealers. 

Write for literature and price list. 


COATED LENSES in ARRIFLEX MOUNTS 


28mm f/2 Schneider Xenon* 
50mm f/2 Schneider Xenon* 
75mm f /2 Schneider Xenon* 

♦With Follow-Focus Grips. 


90mm f/3.5 Kilar 
135mm f/3.8 Kilar 
150mm f/3.5 Kilar 
300mm f/5.6 Kilar 
400mm f /5.6 Kilar 


ORIGINAL ARRIFLEX ACCESSORIES 

LENS EXTENSION TUBE for close-up filming and 
cinemacrography 

HI-HAT for mounting Arriflex 35 on standard tripods 
SHOULDER-POD for vibration-free, hand-held filming 
BATTERY — 16 Volt, lightweight, non'spill, with 
carrying case and shoulder strap 
BATTERY CHARGER 

the new*ARRIFLEX 35 TRIPOD 

• Sturdy, rugged and rock 
steady. Weighs only 
19 lbs. 

• Large universal ball- 
joint for leveling. 

• Velvet smooth pan 
and tilt action with 
separate locks. 

• Extra long handle 
for under-arm 
control. 

• Spirit level. 

• Can be used with 
all professional 
cameras. 

• Leather boot 
available. 










WHAT’S NEW 

(Continued from Page 466) 


NOW 

Synchronous 

RECORDING 


with your present Tape Recorder! 


Does your present tape recorder operate at 15 cps? Then add this 
compact, inexpensive unit and get lip-synchronous sound track 
recording “on location”, using standard Va" tape and a minimum of 
equipment. 

The Fairchild Model 141 generates control track for picture 
synchronous recording, “mixes” track simultaneously with pro¬ 
gram material at 30 db down. No interference with immediate 
playback. Effect substantial savings by using only the good “takes”. 
Sound studios will process your tape and transfer to film, or you 
can play tape back in perfect synchronism with a Fairchild 
Pic-Sync Tape Recorder. 



World’s Finest 
Professional Tape Recorder— 


Fairchild Model 141 
Control Track Generator 
is compact, portable— 

SVa" high, IIVa" wide, 

11 Va" deep; weight 10Vi lbs. 
$200 f.o.b. Whitestone, N. Y. 



FAIRCHILD Model 126 


Fairchild Model 126 
Professional Tape Recorder (left) 
with patented Syncroll Drive 
and Pic-Sync Attachment ( above ) 
installed within console. 


No other Tope Recorder offers all these EXCLUSIVE FEATURES! 

SYNCROLL DRIVE insures exactly synchronous tape speed, 
gives accurate program timing, on-pitch reproduction. 
PIC-SYNC ATTACHMENT (optional) corrects for tape 
stretch, shrinkage, provides absolute lip-synchronous timing. 
AUTOMATIC FRAMING CONTROL (with Pic-Sync) 


brings recorder into frame with projector or other equipment, 
regardless of difference in starting times. 


• OVERSIZE CAPSTAN with 180° tape wrap 


eliminates slippage. 

0 HIGHEST SIGNAL-TO-NOISE Ratio of any tape recorder 
assures minimum distortion in recording and dubbing. 



Write for illustrated literature and prices* 

IDPUlin RECORDING £ 
nUfllLU EQUIPMENT: 


Ninth Ave., Whitestone, N. Y. 

Visit us at the Audia Fair, Hotel New Yorker—Oct. 14-17 




Fairchild Recording Equipment Corp., 
Whitestone, N. Y. 

Basic function of new unit is to 
stabilize the speed of a synchronous 
motor over a broad range of frequen¬ 
cies, by means of audio frequency con¬ 
trol, independent of commercial power¬ 



line variations. Experimental and prac¬ 
tical applications include magnetic 
recorders, turntables, timing devices, 
high speed cameras, servo systems, etc. 
Unit is designed for continuous opera¬ 
tion, and is packaged to mount .in 
standard 19" rack, occupying up to 
15*%" of rack space. 

Complete technical details and other 
data may be had by writing the com¬ 
pany and mentioning American Cine¬ 
matographer. 


Arriflex Repair Service —Complete 
repair service for Arriflex cameras is 
now offered by Camera Equipment 
Company, 1600 Broadway, New York 
City, distributors of the camera. 


Film and Slide Viewer —A unique 
viewer having a large 101/^" x 10" 
screen, and features interchangeable 
lenses that provide a range of magnifica¬ 
tion from 71/2 to 14, is announced by 
the D-H Instrument Co., Palo Alto, 
Calif. The portable table model may 
be used to view 35mm and 16mm films, 
or 2" x 2" slides. The large viewing 
screen makes it especially ideal for 
viewing motion picture film, and is 
especially suited to needs of 16mm film 
makers and editors. More complete de¬ 
tails may be had by writing the com¬ 
pany at P.O. Box 205, Station A. Palo 
Alto, and mentioning American Cinema¬ 
tographer. 


Recording Magazine —Tape and Film 
Recording , a new bi-monthly magazine 
devoted to all aspects of magnetic re¬ 
cording has been announced by the 
publishers, Mooney-Rowan Publications, 
Severna Park, Maryland. 
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Kern shows what the 


16mm Turret wears 


A job always turns out better when you’re dressed for the work at hand ... 
and the same goes for cameras, too! Just deck out your turret with a ward¬ 
robe of fine Kern lenses and see what a big improvement the exactly right 
lens can make. 

Kern offers you a full range of top-performing lenses, wide-angle to tele¬ 
photo, all Swiss-made to the highest optical standards. They’ve every worth¬ 
while feature of all good lenses —click stops, sunshades, hard coating —plus 
time-saving Visifocus (described below) that you’ll find in Kern alone. 

Dress your camera in the same Kern lenses that have proved so outstand¬ 
ingly successful on famous Bolex cameras. If your camera has a standard 
“C” mount, Kern lenses are “ready to wear.” 


Try these Kern Lenses for size ... price...performance 



LENGTH 

APERTURE 

MOUNT 

WEIGHT 

PRICE 

*Yvar 

16mm 

F:2.8 to F:22 

“C” 

\ 3 A oz. $ 76.50 Inc. FET 

Switar 

25mm (1") 

F: 1.4 to F: 22 Bolex only 

5 

oz. 

178.50 Inc. FET 

♦Switar 

25mm (1") 

F: 1.5 to F: 22 Bolex only 

5 

oz. 

122.00 Inc. FET 

*Pizar 

26mm (1") 

F: 1.9 to F:22 

“C” 

5 

oz. 

94.25 Inc. FET 

*Yvar 

75mm (3") 

F:2.8 to F:22 

“C” 

5Va oz. 

94.50 No Tax 

*Yvar 

100mm (4") 

F:3.3 to F:22 

“C” 

6 

oz. 

106.00 No Tax 

*Yvar 

150mm (6") 

F:4 to F:32 

“C” 

71/2 oz. 

145.75 No Tax 


The turrets of these 16mm cameras use a “C” mount... and will 
accept Kern lenses: Auricon Pro, Cine Voice, Super 1200... Bell & 
Howell 7 (above serial no. 54090), 70 D, E, F, G, J, Auto Load, 

Auto Master . . . Bolex . . . Grover GSAP. . . Keystone . . . 

Maurer... Morton Soundmaster... Nord Professional.. i 
Pathe Super 16... Revere 16 and 26.. .Victor Model 3 
above serial no. 36885, Model 4 above serial no. 

22026, Model 5 above serial no. 52151. 


Only Kern Lenses have * Visi focus 

Visifocus is an entirely new type of Depth- 
of-Field indicator ... a Kem-Paillard exclusive. A 
series of dots automatically indicate the zone of sharp¬ 
ness at any lens opening. Eliminates the need for compli¬ 
cated depth-of-field charts because the calibrated signals flash up 
automatically between the diaphragm scale and the focusing scale of the 
lens mount. 

See your Bolex franchised dealer. 

Paillard Products, Inc,, 100 Sixth Ave,, l\eu> York 13, N. Y, 

Outside U. S. A. write to Paillard, S, A. Ste. Croix, Switzerland 


132 Years of Optics .., 


... Switzerland 



Hollywood 

Bulletin Board 



Once in a decade 
a basic tool 

is so improved 
as to add 
a new dimension 
to its use... 
the world’s 
most modern 
motion picture 


camera 


camerette 


patents Coutant-Mathot 
manufactured by Eclair, Paris 




WILLIAM A. CUSHMAN, ASC, sales 



representative of duPont’s Photo Pro¬ 
ducts division, has been transferred to 
company’s Holly- 
wood office to as¬ 
sume post vacated 
through recent 
death of Peter 
Shamray, who was 
also a member of 
the ASC. Cushman 
joined duPont in 
film coating depart¬ 
ment, rose rapidly 
in a series of pro¬ 
motions to his present position. He is 
widely known among Hollywood cine¬ 
matographers and executives of the 
major studio camera departments. He 
has been an associate member of the 
American Society of Cinematographers 
since June, 1951. 


WM. A. CUSHMAN 


HARRY STRADLING, ASC, only director 
of photography on contract with 
Samuel Goldwyn, has had his contract 
renewed for another year. 

Presently conducting cinematograp¬ 
hic tests on the new Todd-AO super- 
wide-screen process, Stradling is slated 
to direct the photography of “Okla¬ 
homa 44 in Todd-AO, to be produced by 
Rogers and Hammerstein. Production 
filming is scheduled to begin in mid- 
1954. 

• 

GEORGE FOLSEY, ASC, after having 
prepped his 14-year-old son, George, 
Jr., for the event, missed out on seeing 
Junior win the Bel Air Junior Golf 
Championship last month. While 
Junior was making remarkable drives 
and putts to win the championship, 
Senior was across town filming another 
group of juniors in scenes of a Little 
League ballgame for MGM’s “Executive 
Suite.” 

Folsey starts his camera rolling im¬ 
mediately on another MGM picture— 
“Panther Squadron 8.” 


JOHN ARNOLD, ASC, MGM’s execu¬ 
tive director of photography, is ready¬ 
ing his new wide-screen camera for 
general production. Camera, which has 
film travelling horizontally instead of 
vertically, provides for making nega¬ 
tives having wide-screen aspect ratios 

• 


of various sizes, i.e., with 6, 8 or 10 
sprocket holes. 

Advantage claimed for new type 
camera is that the wide area picture 
secured, when reduced down to 
standard or conventional 35mm format 
via optical printing, minimizes if not 
eliminates entirely any film grain—a 
particular ideal feature for color. 

According to Arnold, camera is not 
new, but is based on his original 
camera of same type which he built 
over 20 years ago. 

MEANTIME — two other Hollywood 
studios are working with cameras of 
same type. Gil Morgan, head of Mor¬ 
gan’s Camera Shop in Hollywood, gave 
impetus to activity in this direction 
recently when he dug up an old wide- 
aperture camera in his warehouse, con¬ 
verted it for lateral film travel, and 
showed it to a number of studios. 
Camera is said to be one developed by 
Fox studio technicians a decade ago, 
then shelved. Morgan bought two 
when studio offered them for sale as 
surplus equipment. One camera re¬ 
portedly is being used by a major 
studio on one of its top-budget produc¬ 
tions. 

• 

THE SIGNAL CORPS’ school at Ft. 
Monmouth, New Jersey, urgently needs 
instructors in photography. Positions 
pay from $3,410 to $5,060 a year. Com¬ 
plete information may be obtained at 
most U.S. postoffices, or from U. S. 
civil Service Commission, Washington 
25, D. C. 



DIRECTOR of photography William Snyder, ASC, 
explains use of color meter to visiting Herbert 
Skoble, college student whose recent 16mm 
production won him an award plus chance to 
study cinematography in various major studios. 
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35 and 16/35 mm 


reflex viewing 


divergent turret 



40° to 200° adjustable shutter lightweight — 14 lbs. 



100'to 400'magazine 




instantaneous loading 


dovetail mounting 



camerette 


patents Coutant-Mathot 
manufactured by Eclair, Paris 


for descriptive brochure write U.S. representative 

Benjamin Berg Agency, 1366 No. Van Ness Avenue, Hollywood 28, Calif. 

in Canada: B.O.P. Co. Ltd., 455 Craig Street West, Montreal, P.Q. 




35mm Color Prints from 16mm Originals 



★ Direct Reversal Blow-Up Prints 

★ Blow-Up Color Negatives 

★ Blow-Up Separation Negatives 

For the past six years our Color Prints have been acclaimed by 
leading producers in the United States as well as in other countries. 


•CANADA 

•MEXICO 

•taly 

•SPAIN 

•FRANCE 

•ngland 


•FINLAND 

•JUGOSLAVIA 

•brazil 

•chile 

•ARGENTINA 

•COLOMBIA 


•NICARAGUA 

•ECUADOR 

•VENEZUELA 

•Africa 

•ndia 

•china 


•japan 

• SRAEL 

• ran 
•>hilupines 
British malaya 

•vUSTRALIA 


LOOK TO FILMEFFECTS FOR QUALITY LEADERSHIP 


EFFECTS 

1153 N. Highland Ave., Hollywood 38, Calif. • HO 9-5808 


OPTICAL EFFECTS 


COLOR PRINTING MASTERS • TELEVISION FILM SERVICES 


















¥¥¥ 



Shown here is a cutaway view of the 
“Super 1200” Optical System for Reflex 
Ground-Glass Focussing through 
the Camera lens. Also provided 
are two other finder systems, a "" 
telephoto-lens “Rifle-Scope" ^ 
Finder synchronized ^ 

with the Camera r 

Turret, and a brilliant \\ ^ SL - 

upright-image 
Studio Finder. 


Uove-Tail Optic 
Carriage is on 
moving part \ 
“Super 1200” Optic 
System. There is n 
camera-weight shi 
on tripod when movin 
from focus fl 
I film-shoot in 
position. 


with new Model 99 CM-74A 99 features . . . 

During picture exposure, your film runs through the New Auricon “Super 1200” Film-Gate with 
the light-sensitive film emulsion accurately positioned on jewel-hard Sapphire surfaces, an 
exclusive Berndt-Bach feature (U.S. Patent No. 2,506,765). This polished Sapphire Film-Gate is 
guaranteed frictionless and wear-proof for in-focus and scratch-free pictures, regardless of how 
much film you run through the camera! 

Built-in Electric Camera Heater with automatic Thermostat-Control, provides reliable cold-weather 
Camera operation. 

Geared Footage & Frame Counter with built-in neon-glow indirect light. 

Two independent Finder systems (in addition to Reflex Ground-Glass Focussing through the 
Camera lens); a brilliant upright-image Studio Finder, plus a “Rifle-Scope” precision-matched 
Telephoto Finder. 

Records “rock-steady” picture and High Fidelity Optical Sound-Track on same film at same time, 
with “whisper-quiet” Camera & Sound Mechanism synchronously driven by precision-machined 
Nylon gears. 

400 and 1200 ft. film Magazines available. Up to 33 minutes continuous filming. 

“Super 1200” is self-Blimped for completely quiet studio use. 

Now priced from $4,652.15 complete for sound-on-film; $3,755.65 without sound; choice of 
“C” Mount lenses and Carrying Cases extra. 

Sold with a 30 day money-back Guarantee and One Year Service Guarantee; you must be satisfied. 
Write today for your free Auricon Catalog... 


Ouper 1200” Camera casing, film gate and shootii 
lenses are solidly precision-mounted with relatii 
to each other, and do not shift to focus or shoe 


BERNDT-BACH, INC. 

7381 Beverly Blvd., Los Angeles 36, Cali 
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TRIPOD PORTASU POWER UNIT 


SOUND m 


SUPER 1200 


AURICON-PRO 


SOUND-ON-FILM CAMERAS SINCE 1931 


















THE “NATIONAL” CARBON ARC...NOTHING BRIGHTER UNDER THE SUN 


The term "National" is a registered trade-mark of Union Carbide and Carbon Corporation 

NATIONAL CARBON COMPANY 

A Division of Union Carbide and Carbon Corporation, 30 East 42nd Street, New York 17, New York 
District Sales Offices: Atlanta, Chicago, Dallas, Kansas City, New York, Pittsburgh, San Francisco 
IN CANADA: National Carbon Limited, Montreal, Toronto, Winnipeg 


INTRODUCES 3'COLOR. 
TECHNICOLOR IN ALL 
IT'S WARMTH AND 
BRILLIANCE, BRINGING 
NEW HIGH STANDARDS OF 
PRODUCTION EXCELLENCE 
IN COLOR-BALANCE AND 
HIGH-LEVEL STUDIO 
LIGHTING. 


NATIONAL CARBON engineers 

REPEATEDLY IMPROVE "nATIONAL // STUDIO 
CARBONS...INCREASETHEIR POWER AND 
EFFICIENCY FOR STILL GREATER COVERAGE/ DEPTH 
PERSPECTIVE, PENETRATION AND DIMENSIONAL CONTROL. 


.NATIONAL CARBON research looks forward 

TO GREAT; NEW DEVELOPMENTS IN THE FILM INDUSTRY-WIDE 
SCREEN...3-D,..MULTIPLE CAMERA 
TECHNIQUES. NATIONAL CARBON IS 
READY WITH THE LIGHT FDR ANY ODE. 



























COLLAPSIBLE 
3-WHEEL DOLLY 


TV OR 

CAMERA DOLLY 

The advanced dolly for 
instant moveability — 
streamlined/ light¬ 
weight, exceptionally 
sturdy. Nothing to get 
out of order. Many new 
advantages for easy 
operation. Hydraulic 
lift type for fast up¬ 
ward and downward 
motion of TV and mo¬ 
tion picture cameras. 


For motion picture and 
TV cameras. Sturdy 
cast aluminum. For 
standard or baby tri¬ 
pods. Additional baby 
tripod point holders 
to control spread of 
tripod legs. Adjust¬ 
able spring seat. Ex¬ 
tra wide rubber wheels. 
Bronze tie down clamps 
and other features. 


Swivel seat. Adjustable leveling head. 
Seat for assistant. In-line wheels for 
track use. Steering wheel, rigid floor 
locks. Hand pump or combination hand 
and motor pump. Easily transported in a 
station wagon. Fits through a 28" door. 


For studio or location. Folds 
into one compact unit. Can be 
used with professional or 
semi-professional tripods. 


Synchro-film-ed 

Synchronizer 

Our Exclusive Distributor 
[3 NEUMADE PRODUCTS CORP. 

Bk Any combination of 

mzL 16mm and/or 35mm 

Rj sprockets assembled 

to specification. Cast 
aluminum. Foot linear 
type, adjustable frame 
Eilm dial. Fast finger rol¬ 

ler release. Contact 
rollers adjusted indi- 
vidually for positive 
film contact. Sprocket 
shaft slip lock, foot¬ 
age counter, etc. 


Synchro-film 
Slate A 


Pays for itself 
in production 
savings on the ^ 

set. A New De- 
velopment! Elim¬ 
inates clap stick synch and slate on set. Mounts 
on double arm bracket to work with BNC, NC, 
Standard, 16mm Mitchell and all types of blimps 
and Geared Head. Interlocks with Sound Recorder. 




PORTABLE 
MICROPHONE BOOM 


for Cine Special or Maurer Cameras 


115 V. Universal Motor — AC-DC 
Separate Base for Cine Special. 
Variable Speed 8-64 frames. 
Adapter for Maurer Camera. 


A For Studio or on Location. Light¬ 

weight — collapsible — for TV and 
motion picture production. Sturdy 
construction. Boom telescopes 7 to 
17 ft. Rear handle for directional 
mike control. A remote control per¬ 
mits 360° rotation of the microphone. 
Operator can push the boom and oper¬ 
ate microphone swivel simultaneously. Extension rods make it 
simple to operate microphone rotation from floor. Microphone 
cable hangs outside of boom, preventing cable from tangling 
with the rotation mechanism. Ball bearing casters, rigid foot 
locks, pneumatic drop check for lowering the boom, etc. 


INTERCHANGEABLE MOTORS: 12 
volt DC Variable Speed 8-64 frames. 
115 Volt AC 68 Cycles, Synchron¬ 
ous Motor, Single Phase. 

ANIMATION MOTORS: Cine Spe¬ 
cial, Maurer, Mitchell, B & H Motors, 
for Bolex and Filmo Cameras. 


lens mounts & camera equipt. 
for 16mm, 35mm, TV cameras. 


for motion picture, TV camer¬ 
as. 15mm to 40" focal length. 


COMPLETE LINE OF: 16mm, 35mm 
cameras, dollies, synchronizers, 
animation stands, cutting room 
and time lapse equipment. 


BELL & HOWELL: Standard, Eye- 
mos, Filmos. MITCHELL: Standard y 
Hi-speed, BNC, NC, 16mm. 
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for filming 


Scene from “THE ROBE," 20th 
Century-Fox CinemaScope Epic 
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... the world’s finest lens 

BALTAR 


Bausch & Lomb 
BALTAR 
Cinematography Lenses 



Anamorphic Adapter 
for filming 
CinemaScope 


1/955 

I INTO A 
NEW CENTURY ] 
JOF OPTICAL 
/PROGRESS 

BAUSCH & LOMB CENTENNIAL 


It’s only natural that 20th Century-Fox looked to 
Bausch & Lomb for the optical know-how to achieve "the most 
significant movie development since sound." 20th Century-Fox 
and other studios use B&L Baltar Lenses with B&L anamorphic 
adapter in filming CinemaScope productions ... for 
breathtaking brilliance and detail... for superb correction 
and definition ... for today’s finest image quality. Because 
today, just as when it pioneered America’s first cine lenses, 
Bausch & Lomb sets the industry’s standard ... in CinemaScope, 
2-D, expanded 2-D, and 3-D. For your finest work, order 
Baltar Lenses from your professional camera manufacturer. 

BAUSCH & LOMB 


OPTICAL COMPANY 


ROCHESTER 2, N. Y. 




















NEW AND USED EQUIPMENT 




FOR MOTION PICTURE & TV FILM PRODUCTION 


Colortron Converters 



High powered studio illumination from 
ordinary house current. 

OPERATION: The Colortran is an electrical device which 
increases the efficiency of ordinary 110-115 volt bulbs 
by 180%. The PAR 38 150w. bulb, which is recommended 
here, will give MORE photographic light than a #4 
photoflood or TWICE the light of a 500-750 w. spotlight. 
CURRENT CONSUMPTION: A #4 photoflood requires 8.7 
amperes, whereas a PAR 38 and Colortran needs only 2.5 
amperes and gives more light than the photoflood. Three 
standard lOOOw. bulbs will blow a 20 amp house fuse, 
but the Colortran and SEVEN PAR 38 150w. bulbs will 
not blow out a 20 amp. fuse. AMAZING BUT TRUE. . . . 
COLORTRANS DELIVER 3200° and 3450° KELVIN COLOR- 
CORRECT LIGHT. JUNIOR CONVERTER, 6 receptacles, 

2500w. output ....$48.75 

SENIOR CONVERTER, 6 receptacles, self-fused, 5000w. 

output _______$76.50 

MASTER MODEL CONVERTER, 12 receptacles, self-fused, 
with AMMETER, KELVIN METER, Kelvin control 6 posi¬ 
tion switch, Remote control switch . ...$135.00 

Write for brochure 



F & B MOTION PICTURE TIMERS 

CLOCK TIMER—large face, reads min¬ 
utes, seconds, and 16 & 35mm. foot¬ 
age; resets ...-.— $14.95 

STOPWATCH TIMER—continuous or re¬ 
set, 16 & 35mm footage— $18.95 

WRISTWATCH TIMER — same as stopwatch, 17 jewels, 

luminous .$34.50 

All F & B Timers Fully Guaranteed 


PORTABLE VOLTAGE BOOSTER 

Portable line voltage booster, Model V-15, designed for 
use where line voltage may be below normal. Provides 
full-rated performance from any 110-V device requiring 
500-1500 watts. 

Meter reads actual line and load voltage. Switch increases 
5-volts per step. Can raise 85-volts to 120-volts with 
1250-watt load. Weight about 10 pounds. $59.50 


EXTREME WIDE ANGLE 
ANGENIEUX RETROFOCUS LENSES 


9.5mm f2.2 in 16mm "C” mount 
18.5mm f2.2 for all 35mm cameras 

Write For Brochure 


F & B Film Footage Counter 



Ar DUAL model counts 16mm and 35mm separately or 
together. 

Ar Two switch positions—SYNC for synchronous interlock 
with projector, recorder, dubber, etc.; LINE for manual 
control. 

★ Special built-in plug-in receptacle for accessory equip¬ 
ment. 

A High torque sync motors with nylon gears and special 
lubricants for quiet, smooth drive. 

★ Accessories will include interlocking time counter (min¬ 
utes and seconds) and reading light. 

★ All counters are resettable. 

★ 110-V, 60 cycle, or to special order. 

DUAL MODEL.$150 00 

SINGLE MODEL (specify 16mm or 35mm) . 75.00 

Write For Brochure 


F & B Rental Equipment 

35mm & 16mm 

MITCHELL CAMERAS, 16mm, NC, BNC 
AURICON SUPER 1200 SOUND CAMERA 
AURICON PRO, CINEVOICE, FILMOS 
MAURER 16, ARRIFLEX 16 & 35 
EYEMOS, CINE KODAK SPECIALS 
MOVIOLAS 16 & 35, SYNCHRONIZERS, 

SYNC RECORDERS, SYNC PROJECTORS, 

SOUND READERS, HOT SPLICERS, DOLLIES, 
BLIMPS. MIKE BOOMS, TRIPODS, ZOOM LENSES 
BARDWELL-McALISTER LIGHTS, COLORTRANS 

Write For Price Lists 


F & B 600-Ft. Magazine 



for 

Auricon 

Cinevoice 

Camera 


• Takes 100-ft. & 200-ft. daylite spools, also 400-ft., 
600-ft. rolls on cores. 

• Absolutely noiseless auxiliary takeup motor, velvet- 
action friction-clutch. 

• Camera insert plate insures smooth, steady film move¬ 
ment and excellent sound. 

• Camera not cut up. Can be changed back to original 
form and used in 2 minutes. 


F & B Custom-Built Lights 



F & B QUAD-LITE 

Holds 4 lamps, 4 indiv. switches; strong, lite-weight 
aluminum construction. Ventilated, tilting yoke, 25- ft. 
#14 cable with Hubbell plug. Fits B-M stand. Very rugged 
and portable. Can be used with Colortran converters $45.00 
Carrying case—hold 2 Quads and 2 stands (fibre) $25.00 

F& B BAR-LITE 

Newsreel-type lite; bar for hand-held operation. Individu¬ 
ally fused; switches for 110-V or 220-V operation. Rugged, 
lightweight aluminum construction. With 25-ft. cable 

... $50.00 

F & B CLIP-UTE WITH BARN DOORS 

Invaluable accessory-light. Clips anywhere. Can be used 
with Colortran. Barn door unit revolves, accommodates 
diffusers. With 25-ft. cable, switch.... $15.00 


AURICON CAMERAS 

AURICON 16mm sound on film cameras are ideal working 
tools for the production of Television Newsreels, film 
commercials, dramatic inserts or local film programs. 
Hi-fidelity sound reproduction together with excellent, 
rock-ready film movement combine to produce high 
quality sound film which has been praised by all TV 
networks. 

Auricons are always available at F&B either in NEW or 
Guaranteed Used condition. 

AURICON CINEVOICE, NEW, complete . $695.00 

AURICON CINEVOICE, used, complete - 525.00 

CINEVOICE with three lens turret, NEW.... 784.00 

CINEVOICE with three lens turret, used. . 575.00 

CINEVOICE with 600 ft. mag. conv., and three 

lens turret, used -- 975.00 

AURICON PRO, par. finder, NEW, complete. 1556.40 

AURICON PRO, par. finder, used, complete.—. „.1075.00 

AURICON SUPER 1200 NEW & USED. ..AVAILABLE 


Wrinkle finish matches camera. 

Manufacturer’s one-year guarantee. 

Write for Brochure Write for literature 

F&B HAS A COMPLETE STOCK OF NEW AND| 
USED CAMERAS, PRODUCTION, LIGHTING, 
EDITING & LABORATORY EQUIPMENT 

Visit our new, larger showroom or WRITE—WIRE—PHONE 

EVERY ITEM SOLD IS MONEYACK GUARANTEED 

WE BUY — SELL — RENT 


^9 


FLORMAN 


BABB 


70 West 45th Street, New York 19, N. Y. 
Phone: Murray Hill 2-2928 
Cable Address -FLORBABB, N.Y. 











































FIG. 1.—“Penthouse” stereophonic sound reproducers now being 
marketed by Kinevox (left), Magnasync (center) and Westrex (right). 


Units are mounted on standard theatre projectors, between upper 
film magazine and regular head of projector, as shown above. 


"Penthouse" 4-track 
Sound Reproducers 

Auxiliary sound heads solve problem of 
reproducing 4-channel magnetic sound 
from composite CinemaScope prints. 


By RALPH LAWTON 


T he final step in the fabrication of Twentieth Centrury- 
Fox CinemaScope for the screen was the development of 
a successful method of putting the system’s four sound tracks 
on the picture film, thereby eliminating need for a separate 
film for the sound. Actually, two steps were involved: 1) 
working out a suitable method for putting the magnetic sound 
tracks on the picture film, and 2), developing equipment for 
reproducing the four tracks by standard 35mm theatre 
projectors. 

The four-track system was developed by Earl I. Sponable, 
director of research for TCF studios. The new method, 
Sponable says, means a considerable saving in the inspection, 
processing and shipping of CinemaScope films, in addition 
to lowering projection booth costs, and eliminating millions 
of feet of film stock which otherwise would be required for 
separate sound tracks. 

To gain the necessary space on 35mm film for the additional 
tracks, TCF engineers narrowed the width of the sprocket 
holes in 35mm film from .110 to .078 of an inch, and at the 
same time also whittled down the size of the sprocket teeth to 
corresponding dimensions. (See Fig. 2.) Making this step 
possible was the use of acetate film, which now replaces the 
old nitrate film for CinemaScope prints. Nitrate film shrank 
in laboratory processing; the new acetate film is stable. 

In all, many months of engineering work went into this 
phase of the system’s development. Both Eastman Kodak 
Company and Technicolor Corp. had to provide special film 
stock; new gears for projectors and cameras had to be made 
and installed; and many changes had to be worked out in 
laboratory practice. 

The second step had as its aim to make it as easy as 
possible for the average theatre owner to convert his equip¬ 
ment to reproduce the sound from the four-track Cinema¬ 
Scope prints. For this, TCF engineers conceived an auxiliary 



«CAO * ACCTATC FILM 


AS SUN MIOM %AU Sioc 

, _ MA<XCTIC CQASttlfr 5'0€. 

FIG. 2—How the four magnetic tracks for stereophonic sound are 
arranged on CinemaScope film. Narrowed sprocket holes make 
possible the additional tracks without reducing picture area. 



FIG. 3—Film path and mechanical layout of one 
model of “penthouse” magnetic sound head. 


sound head which they termed a “penthouse” and installed 
the prototype between the upper film magazine and the reg¬ 
ular head of a standard 35mm projector. Leading equip¬ 
ment manufacturers were asked to manufacture the “pent¬ 
house” sound head for exhibitors. Today, such firms as 
(Continued on Page 502) 
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Shooting A Royal Air 
Force Training Film 

Some of the problems encountered in 
getting authenticity in a film for in¬ 
structing pilots in emergency procedure. 

By J. R. F. STEWART 

Stewart Films , England 

T o point up the importance of knowing exactly what to 
do in an emergency and to explain to Royal Air Force 
pilots the important organization that exists on the ground 
to help them in time of need, the British Air Ministry recently 
commissioned Stewart Films to produce a 2-reel training film 
—“The V.H.F. D/F Emergency Service in the United King¬ 
dom.” 

In many ways, this was an ideal film subject for us. 
Unlike so many training films, which are necessarily crammed 
full of detailed instruction, the only message to be taught by 
this film was “Know your emergency procedure!” As the 
film's audiences were to be pilots only, a knowledge of nor¬ 
mal flying procedure could be assumed. 

Most fliers are optimists—maybe they have to be—and 
faster-than-sound jet pilots of Royal Air Force are no excep¬ 
tion. But optimism has its dangers. Many pilots hearing of 
a “prang” (accident to you readers) invariably feel “It can’t 
happen to me!” And even the most experienced pilots some¬ 
times fail to keep up to date with their correct emergency 
procedure. The average jet craft can fly for about an hour 
without re-fueling, yet pilots often return to base with only 
a scant 15 or 20 minutes’ fuel left in the tanks. In such 
emergencies if anything should go wrong, or if the pilot is 



FILMING aerial scenes through the open door of a Lancaster 
bomber. Pushbutton on front of the Newman-Sinclair camera 
operated signal light in pilot’s compartment to relay cues to him 
for action. 


not sure of his exact position, minutes become precious, 
indeed. 

So we began our film at this point—with a pilot in trouble. 
The film opens with shots of an aircraft in flight above dense 
cloud. It soon becomes obvious to the experienced audience 
that the pilot is having difficulty, and such an audience can 
be expected to follow closely all that the troubled pilot does 
in attempt to save his craft. When he fails and the aircraft 
(Continued on Page 504) 



A CARTOON sequence, showing a humorous aircraft 
getting into difficulties, was filmed by the Gaumont- 
British Specialized Film Unit for Stewart Films, and 
integrated with the live action footage. 


CLOSEUPS of the Meteor pilot were filmed on the ground. Because much 
of the action was filmed in the air in overcast, the closeups were made to 
match by shooting them on overcast days also, with the camera picking up 
no sky or clouds in the background.—All photos by Stewart Films, England. 
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TO EDIT CinemaScope films, it became necessary to devise a 
special auxiliary Lucite lens for Moviolas, which transforms 
the squeezed image on CinemaScope films to full panoramic 
width. Examining the new viewing attachment is TCF Cutting 
Dept, head Jerry Webb a :d film editor Barbara McLean. 



LEON SHAMROY, ASC, (left) who filmed studio's initial tests 
with the CinemaScope lens and later photographed “The Robe,” 
discusses the first anamorphic lens imported from France with 
TCF studio's technical director Earl Sponable. 







20TH-FOX STUDIO engineering staff shows several components of new equipment 
which the studio had to design for CinemaScope photography, projection and 
sound recording. These include a projection lens, sound boom fork, camera finder, 
and camera lens mount. 


When 20th Century-Fox studios decided to 
abandon conventional film making in favor 
of CinemaScope productions exclusively, it 
meant making many changes in equipment, 
procedure and techniques. 

W hen theatre curtains opened last month to reveal 
CinemaScope and its first vehicle, “The Robe,” pro¬ 
duced by 20th Centurv-Fox, millions of Americans were 
greeted by two of the most momentous and inspiring events 
to happen in the motion picture industry in more than 
twenty years. 

The release of “The Robe” has come after more than ten 
years of untiring effort and preparation by the studio, and 
is almost unanimously considered to be the greatest motion 
picture of our time. Directly contrasting the many years 
which have gone into “The Robe” is the story of Cinema¬ 
Scope. It is a short story—less than ten months old—but 
it has already been written in indelible ink on the history 
pages of the motion picture industry, thanks to the vision 
and foresight of Spyros P. Skouras, president of 20th Cen- 

Adapted from “CinemaScope Didn’t Just Happen,” September, 1953, 
issue of Action , 20th Century-Fox employee magazine. 
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USE OF THE panoramic CinemaScope lens on conventional 
studio cameras called for re-designing camera sunshades. Techni¬ 
cians Morris Smith and Ray Bedolli examine the improved model. 


A TELESCOPIC apparatus producing “an artificial star” is used by the studio to 
test accuracy of new CinemaScope lenses. Above, camera department head Sol 
Halprin, ASC, checks new lenses, aided by Campbell Forsyth and Grover Laube. 


ngeover... 


tury*Fox and Darryl F. Zanuck, vice-president of the com¬ 
pany in charge of production, both of whom immediately 
saw the potentials of this new medium. 

CinemaScope is a new horizon in motion picture techni¬ 
que. Technically, it is the greatest development since the 
introduction of sound twenty-five years ago. And it has 
represented as great a challenge to the technicians and artists 
at Twentieth as did the introduction of Movietone at the 
studio in 1927. 

The story of Twentieth’s conversion—the “big change¬ 
over”—to CinemaScope is an unusual interesting one because 
it reveals how one of the industry’s biggest studios suddenly 
changed its whole course at a time when the industry was 
in the doldrums, and in face of dire warnings that such a 
move simply wasn’t possible. The story is further important 
because the unprecedented success of CinemaScope por¬ 
tends similar moves by other studios. 

The studio’s first manifestation of the revolutionary French 
panoramic screen process came in January of this year 
when its Camera Department received one “Dr. Chretien” 
anamorphic lens. The first probings at the new medium 
consisted of photographic tests. To screen and evaluate 
these, a makeshift projection room was built on Stage 6 of 
the Western Avenue studios. Here a giant, curved screen 
63 feet wide, having a new-type reflective coating was in¬ 
stalled. It was planned originally to carry on a program 


of tests and proving of the anamorphic lens for a period 
of six months or more. However, after Mr. Zanuck saw the 
first tests screened, he decided to photograph “The Robe' 
in this new medium, starting as soon as possible. 

The entire CinemaScope program of the studio’s cam¬ 
era department was conducted under leadership of Sol 
Harprin, ASC, head of the department. The first real pro¬ 
duction tests were made of actual scenes and sets of “The 
Robe.” When the second French anamorphic lens was re¬ 
ceived by the studio, it opened the way for production of a 
second picture in CinemaScope. As actual production photo¬ 
graphy on “The Robe” began, “How To Marry A Million¬ 
aire” was being readied to go before the second Cinema¬ 
Scope camera. 

The significance of the studio’s decision to convert all pro¬ 
duction to CinemaScope was felt immediately. It affected 
procedures in almost every department related to produc¬ 
tion. Involved immediately in changing to the new Cinema¬ 
Scope technique were those employed in cinematography, 
set lighting, film editing, and sound recording. 

Early tests indicated several changes in design of the 
anamorphic lens would greatly improve photographic re¬ 
sults as well as simplify use of the lens in production photo¬ 
graphy. For one thing, the original French lenses were in 
square mounts and required unweildy apparatus to hold 
them before the cameras. These had very crude follow-focus 
(Continued on Page 497) 
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Let Me See 




I c 


TYPICAL OF the modern cinematographic equipment which the USC students used in filming 
“Let Me See” is latest Mitchell “16” camera shown here in hands of Richard Harber and Robert 
Keifer filming a dolly shot on an indoor location. 


T he early day Angeleno who built the 
spacious stable at the corner of West 
35th Street and Hoover Boulevard, Los 
Angeles, would be in for quite a surprise 
today if he could see well equipped stu¬ 
dent camera crews coming and going 
throughout the day instead of the ele¬ 
gant horses and riders who graced its 
portals some forty years ago. 

This converted stable is now the col¬ 
lected offices, laboratories, sound stage, 
and class rooms of the University of 
Southern California’s Department of 
Cinema. 

Believed to be the best equipped year- 
around university film production work¬ 
shop in Amerifca, the Department of 
Cinema provides a unique opportunity 
to students who gather there from all 
over the world. In close proximity to 
the motion picture industry in Holly¬ 
wood, the department is busy training 
students in all phases of motion picture 
production and utilization. To augment 
its regular instructor staff, the Depart¬ 
ment regularly calls on outstanding 
workers professionally active in both 
the theatrical and motion picture fields. 
Recent guest lecturers include such dis¬ 
tinguished cinematographers as Aca¬ 
demy Award winners Arthur Miller, 
ASC, and Floyd Crosby, ASC, and 


screen producers Jesse Lasky and Carey 
Wilson. 

Early this year, the Hollywood mo¬ 
tion picture industry gave our Depart¬ 
ment of Cinema probably its greatest 
incentive when the Screen Producers 
Guild announced its annual Intercol¬ 
legiate Film Awards for the best motion 
pictures conceived and created in the 
nation’s colleges and universities. At 
the time of this announcement we were 
completing production of a 16mm docu¬ 
mentary film in color and sound on the 
care and training of blind children en¬ 
titled “Let Me See.” Upon completion 
the film was entered in the Intercollegi¬ 
ate competition. It subsequently brought 
us the Guild’s first Gold Award—the 
highest in the Guild’s annual presenta¬ 
tions. 

“Let Me See” was the Department of 
Cinema’s most ambitious project to 
date, both in scope of subject matter 
as well as in footage, and marked the 
first time that many of the students had 
worked on a school production of any 
magnitude. We have a unique method of 
spreading the training over the entire 
student body so that all receive equal 
training in all phases of production. 
Thus the men who held posts as assist¬ 
ants on “Let Me See” assumed number 


one positions on our next picture. 

The purpose of this film was to show 
graphically the day-by-day activities of 
a prominent nursery school for blind 
children as they are integrated with pre¬ 
scribed home training, and the eventual 
results. Students writers had worked on 
the script for nearly two years before 
we put it into production. After our 
script had been approved it was chan¬ 
neled much the same way as an ap¬ 
proved script in a major studio; then 
followed the usual pre-production plan¬ 
ning, set designing, and the inevitable 
budgeting of costs. 

Our script provided for dialogue as 
well as narration plus certain prescribed 
enactment of activities, all by non-pro¬ 
fessional actors—actually the blind 
children, their teachers and the parents 
—all of whom played themselves in the 
picture. The “non-professional” factor 
posed one of our major problems for, 
as we found out later, amateur actors 
invariably lose spontaniety after the 
first take. 

Immediately, our big problem, direc- 
torially, was getting blind children who 
have absolutely no conception of what 
are cameras and motion pictures to 
repeat their actions and dialogue again 
and again until satisfactory print-takes 


STARTING a pullaway shot with the Mitchell “16” 
camera mounted on a Fearless dolly riding in tracks. 
Nursery school interiors were shot on actual location. 
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Top Intercollegiate Film Award Winner 


could be obtained. This proved as much 
a strain on the camera and sound crews 
as it was on the children, and on the 
parents who played themselves in the 
film. 

All the scenes showing the care and 
training of the children in their homes 
were shot on our own sound stage. This 
involved three different sets compris¬ 
ing the interior of a three-room cottage, 
and were designed and constructed by 
the students and faculty members. 

These sets were lit with standard 
studio set lighting equipment such as 
Seniors, Centuries, 10-K’s, etc. We have 
no generators, portable or otherwise, 
but utilize utility lines for power. Our 
sound stage is wired for a maximum of 
800 amps. 

To photograph the picture, we used 
the Department’s Mitchell “16” camera 
mounted most of the time on a Fearless 
dolly. Almost all sequences were shot 
with sync sound, using Stancil-Hoffman 
16mm magnetic film recorders. 

Because a great deal of the picture 
was filmed on actual location in the 
classrooms, dormitory and dining cen¬ 
ter of the nursery school, we encoun¬ 
tered the problem of excessive heat 
from the lamps used for illumination. 
In the low-ceilinged rooms the temper¬ 
ature rose to as much as 120 degrees in 
a very short time. This made it neces¬ 
sary to limit our takes and to be well 
prepared for each take before lighting 


How University of Southern California students produced 
the 16mm color and sound film that won the annual 
Gold Award medallion of the Screen Producers Guild. 

By HERBERT SKOBLE and ROGER ANDREW CARAS 


up our sets and rolling the camera. 

We utilized the Fearless dolly a great 
deal in making tracking shots in many 
of the interiors. The dolly was mounted 
on tracks and our crew members func¬ 
tioned like real professionals in the 
maneuvering of the dolly and operation 
of the camera crane. 

When shooting scenes involving a 
great many of the children, we invari¬ 
ably ran into difficulty with one or more 
of them because of discomfort, temper¬ 
ament, etc. In such instances, we would 
stop shooting while a member of the 
crew took the uncooperative youngster 
out into the patio and told a few “cow¬ 
boy and Indian” stories or wrestled 
with him until the child was back in the 
mood where he would cooperate. 

Throughout production, the mood of 
the children dictated the rate at which 
filming could proceed. Some of the 
men on the crew displayed unbelievable 
patience, working as a cameraman or 
a grip one minute, and as a “camp 


consuelor” the next—all in an effort 
to keep the production going smoothly. 
Without this spirit the picture literally 
would never have been made. Indeed, 
in many instances, members of our crew 
were better able to handle the children 
than were the parents. 

Perhaps one of the most interesting 
sequences filmed was the one calling 
for a series of shots showing the various 
activities of the children out of doors. 
Because this action had to be filmed 
almost unobtrusively and because one 
camera could not possibly have gotten 
the wide range of shots desired, we 
gave several members of our camera 
crew hand-held 16mm cameras with 
instructions to watch for and record 
the type of action we needed. Besides 
the Mitchell “16,” we had a Cine 
Special, a couple of Bell & Howell 70- 
DL’s and three Bolex cameras shooting 
simultaneously. The usual problem of 
varying frame lines in the different 
(Continued on Page 503) 


DIRECTOR Herbert Skoble (center rear), rehearses players in a scene SKOBLE, extreme left, checks composition of scene at conclusion of the 

while camera crew prepares to make a tracking shot. Skoble, incidentally, tracking shot rehearsal before ordering the camera to roll. Richard Polister 

was presented with duplicate award by Screen Producers Guild. directed the photography. 
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MGM PROJECTIONIST Purdon C. Young, who developed the Vari- 
scope, studio’s wide-screen projection lens auxiliary. Variscope 
mounts on regular projector lens. Picture size on screen can be quick¬ 
ly zoomed from one width to another by means of control knob. 


I N addition to super-wide-screen CinemaScope, Hollywood 
today is making feature films for wide-screen presentation 
in four recommended aspect ratios (screen picture sizes) : 
1.85-to-l, 1.75-to-l, 1.66-to-l, and the conventional 1.37-to-l. 
Until now, an exhibitor wishing to show films in all wide 
formats required one or more pairs of wide-angle projection 
lenses in addition to the pair of standard lenses. 

At present, a suitable wide-angle lens must be mounted in 
each projector in place of the standard lens each time a 
picture is to be screened in a format other than the standard 
1.37-to-l. This operation becomes all the more complex if 
there are two or more films on the same program requiring 
different aspect ratio projection. 

To meet this problem, Purdon C. Young, special projec¬ 
tionist at Metro-Goldwyn-Mayer studios in Hollywood, has 
developed a zoom-type auxiliary lens, which makes it possible 
to screen pictures in all aspect ratios when it is coupled with 
a standard 35mm projection lens. 

The new lens, which has been tradenamed Variscope, will 
provide a range of aspect ratio projection from 1.37-to-l to 
the panoramic 2.66-to-l. The need for separate wide-angle 
lenses for each aspect ratio is no longer necessary. 

In use, variable screen size is achieved by simply changing 
position of the Variscope front lens element, and inserting a 
matt of the correct size in the projector aperture. The lens 
adjustment is achieved by sliding a knob in a slot in the 
side of the Variscope lens barrel. Framing this slot is an 
engraved scale plate to aid in quickly setting the Variscope 
lens at previously determined points. The scale position for 
any given aspect ratio, for example, can be indicated on the 
side of the lens barrel with a grease pencil or by noting the 
figure on the scale plate. 


MGM's Variable Wide 
Screen Projection Lens 

With the aid of the Variscope, theatres can 
screen films of any aspect ratio with the same 
projection lens. 

By FREDERICK FOSTER 


Setting focus and screen size is a simple three-step opera¬ 
tion: First, the correct matt is inserted in the projector 
aperture; second, the Variscope is adjusted for the desired 
aspect ratio or picture width; and third, the projector lens 
itself is then focused in the usual manner. 

The general procedure for the theatre projectionist is to 
make these adjustments in advance and to run a test screen¬ 
ing to determine the proper Variscope settings, lens focus, 
etc., for the recommended aspect ratios of all films on the 
program. The necessary cue marks are then made as a 
guide so that it is unnecessary to make any distracting lens 
adjustments after projection of a picture begins. 

A theatre owner having projectors equipped with Vari¬ 
scope auxiliary lenses, can accept for screening in his house 
pictures of all aspect ratios, providing he has a screen of 
suitable height and width. 

At a recent demonstration on MGM’s experimental sound 
stage, Young projected scenes from the studio’s “Kiss Me 
Kate” up to 77 feet in width with excellent definition. In 
previous tests, pictures were projected with the Variscope 
up to 150 feet in width. Subsequently demonstrations of the 
lens were given before members of the S.M.P.T.E. in Holly¬ 
wood. Using a standard 35mm projector lens coupled with 
the Variscope, Young screened scenes from “Kiss Me Kate” 
in all aspect ratios. Approval of the lens was unanimous as 
a result, and plans are now being made to demonstrate the 
Variscope at the forthcoming S.M.P.T.E. convention in New 
York City early this month. 


(Continued on Page 507) 
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CHART shows wide-screen aspect ratios in common use today. 
Normally, a separate wide-angle lens is required for each. The 
Variscope enables one lens to project pictures in all four ratios. 
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O NE OF THE INEVITABLE conclusions 
that invariably is reached in any 
study of 3-D motion pictures today is 
that the success of 3-D depends as much 
as anything else on careful if not pre¬ 
cise control in projection. Recent in¬ 
vestigation has shown that much of the 
eye discomfort of theatre patrons view¬ 
ing 3-D films is due not so much, if at 
all. to the photography or the viewing 
glasses, but to imperfect projection oi 
the picture. 

In most cases, faulty projection of 
3-D lies entirely with the lack of syn¬ 
chronization between the twin stereo 
films. The Polaroid Corporation has 
demonstrated, with the aid of its new 
3-D electronic sync control device, thct 
when the two films are out of sync as 
much as to % of a frame, serious 
eye discomfort results for the viewer. 

Others, besides Polaroid Corporation 
engineers have discovered this of course, 
and have sought a simple remedy. The 
most practical appears to be the recent¬ 
ly announced Nord System, developed 
by Roy Clapp. This process involves 
putting both right and left eye images 
on a single film, so that the two are 
projected absolutely in sync by a single 
projector. There are other advantages, 
too. 

Because illumination from the same 
projector lamp house flows through the 
two images, illumination of both on the 
screen is always equal. 

The Nord equipment has the Polaroid 
filters for projection built in—all pre¬ 
set and properly angled—to insure the 
best 3-D projection. 



FIG 1—Showing simple installation outside projection booth of the new Nord 3-D single¬ 
strip projection system. Units are also available for i spoliation inside the booth. Optical 
system rotates the twin film images 90° and throws them on theatre screen erect. 


Simplified Single-film 
System For 3-D Exhibition 



Nord System, which puts twin 3-D images on 
single strip of 35mm film, insures synchronization 
and cuts production and exhibition costs. 

By ALVIN D. ROE 



L R 


FIG. 2—Diagrams show conventional film frame 
(top) with wide-screen aspect ratio indicated by 
dotted lines, and the same frame area (below) 
with the twin 3-D images side by side as in 
the Nord System. 


Print cost is cut in half, because both 
images are printed on one film; prints 
are made by standard release print 
methods. 

3-D film programs can be handled 
the same as regular films without the 
need for intermissions, and no extra 
projectionist is required. In short, the 
Nord System provides 3-D with stand¬ 
ard 2-D type operation. No retraining 
of personnel is required; there is noth¬ 
ing new that the projectionist has to 
learn. In case of a film break, splicing 
can be done without fear of throwing 
the two 3-D images out of sync, as is 
often the case where 3-D is on two 
separate films. 


Actually, the Nord System gives the 
film producer substantial control over 
the presentation of his 3-D films, inso¬ 
far as the synchronization problem is 
concerned. 

The Nord System consists of 1) a 
method of optically printing 3-D films 
to a single 35mm film, with the images 
head to toe, as shown in Fig. 2, and 
printed in wide-screen format of 1.75 to 
1; and 2) the Nord stereo projection 
unit, which is an optical device with no 
moving parts, having no mechanical 
coupling with the projector, and which 
is mounted between the projector and 
the screen. There are two models: one 
(Continued on Page 509) 
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Film Splicing Without 
Cements Or Adhesives 


Butt-weld splicing eliminates need for scraping 
emulsion and use of cement. Tensile strength of 
splices ranges between 90% and 95% of film itself. 


By LEONARD A. HERZIG 


A new method of splicing motion picture films has been developel 
** which incorporates the principle of butt-welding film end-to-end, 
and which eliminates the need of scraping emulsion, cementing and 
overlap. The splicer which accomplishes this is the Presto-Splicer, illus¬ 
trated on this page. The principle of the Presto-Splicer is based on a 
combination of controlled heat and cooling gradient applied under pres¬ 
sure within a given time cycle, and producing a homogenous splice. 
Properties of the film are not affected because the film is automatically 
pre-plasticized prior to splicing. The method may be used for all types 
of safety film. 

The Presto-Splicer, shown in Fig. 1, consists of a foundation base and 
an interchangeable 16mm or 35mm head. The base encloses all the 
electrical and timing components with the exception of the heater 
element, which is located in the head assembly. The interchangeable 
heads can be removed from the base or re-assembled thereto in about 
30 seconds. The overall dimensions of the splicer are: 

Height . 9 in. 

Width . lll/ 2 in. 

Length . 171/2 in. 

Weight . 17^ lb. 

Maximum power consumption is .100-w. 

The splicer operates on 110/120-volt, 50/60 cycle current and may 
be converted for use with 220-volt power. The castings throughout are 
aluminum alloy. Finish is hard-baked black crackle. 

In the splicing of dissimilar safety base materials, no trouble has been 
encountered when splicing present types of film, whether to the same 
or to dissimilar film. However, different time and heat settings of the 
splicer are necessary when splicing dissimilar materials to each other. 
These settings can be classified as low, medium and high. The DuPont 
safety-base film falls into the low category, as it has a low heat require¬ 
ment. Negative Eastman stock falls within the medium heat require¬ 
ments, and positive Eastman stock falls into the high heat requirements. 
When splicing low heat requirement material to a high heat requirement 
material, the higher of the two settings on the splicer is used. 

In the current method of cement splicing, accuracy of the cut with 
relation to the sprocket hole does not introduce any serious problem. 
However, where butt-welding is to be achieved, this cut, with relation 
to the sprocket hole, has to be kept very accurate. To accomplish this, 
it was necessary when designing the Presto-Splicer to take into account 
the 0.2% film shrinkage tolerated in the motion picture field. Obviously, 
this eliminated pins and it became necessary to use only one indexing 
pin for both cuts, as shown in Fig. 3. 

(Continued on Page 494) 


FIG. 1—The Presto-Splicer will splice magnetic 
film or tape without affecting sound or picture 
quality. 


teflon pressure 
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FIG. 2—Special use of Teflon tape on pressure 
platten insures proper heat treatment to effect 
butt weld. 
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FIG. 3—Automatic plasticizing unit conditions 
film before it is spliced. Index pins insure 
register. 
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FIG. 4—Splicer has many unique features 
which insure accuracy and permanency of the 
electric-welded film splice. 
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WHEN FILMING SPORTS it’s good policy to shoot the entire action in 
order to achieve smooth-ess and naturalness. But it isn’t necessary 
to include the entire cycle of the action in the finally edited picture 
exactly as you filmed it. 


T here aren’t many people who can take a motion picture 
apart and criticise as a separate contribution the editing 
in the same sense that they can the acting or the camera¬ 
work; but when you see a motion picture that unreels 
smoothly, that puts emphasis in the right places and points 
up the highlight of the story, whatever it is, you can be sure 
that it is a good editing job. 

Unfortunately too many movie makers in the beginning 
seem to work on the theory that film editing is simply a 
matter of cutting out the bad frames that mark each camera 
start, and splicing consecutive scenes together. Yet the 
proper handling of a picture in the editing stage is as im¬ 
portant to its ultimate success as proper direction, scripting 
or camera work. 


Editing for Balance 


The difference between an effective 
or ineffective cut can be only a few 
frames. The secret is knowing when to 
stop —■ when to cut for greatest effect. 

By PHIL T A N N U R A, A. S. C. 


Professional film makers have demonstrated this often 
enough. All things being equal, poor treatment of a film 
at the hands of a film editor can turn what by more skillful 
handling might be a good picture into something very 
mediocre. On the other hand, a film editor with a good sense 
of continuity and timing can take what might be a mediocre 
picture and by his deftness turn out a smooth, interest- 
sustaining picture. 

The same sense of showmanship that is necessary to good 
direction, writing, scripting or camera work is prerequisite 
for an equally effective cutting job. And one of the first rules 
is to learn when to stop! When to stop showing the pictur¬ 
esque or expensive establishing “production” shot and cut 
to some more intimate business; when to cut away from the 
“intimate business’ to a “reaction shot”; when to cut the 
take on a humorous or dramatic expression or action to get 
the full benefit of showmanlike punch out of it. 

The difference between an effective or an ineffective cut 
can in many instances be only a few frames. Especially if 
you are trying to build tempo, every unnecessary frame after 
a given bit of business or expression has registered is helping 
to defeat your purpose. This rule of knowing when to stop 
seems to be one that many moviemakers would do well to 
learn and profit by. So many of them just don’t want to 
throw away any film at all. They want to include every photo- 
(Continued on Page 492) 
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TWO SCENES above represent technique of cutting from a long to 
close shot. However, there’s one mistake: boat in close shot 
should have been filmed travelling in same direction as in long 




shot—a common mistake in many amateur films. All travel in a 
sequence of this kind should be in the same direction.—Photos 
courtesy Kiekhaefer Corp. 
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No matter where you stand today on the 2-D/3-D question, 
Bolex is your finest camera buy. 


You want thrilling 3-D right away? Bolex brings it to you 
with Hollywood quality. 


You want the ultimate in 2-D now with easy conversion to 
3-D later on? Again, it’s Bolex for you. 


Bolex H-16 DeLuxe camera. 
Octameter finder gives auto¬ 
matic field of view for all 
lenses from 16mm to 6" tele¬ 
photo. Eye level focus , auto¬ 
matic threading , footage 
counter , audible indicatory 
“C” mount turret. With 
Switar 25mm F: 1.4 Kern lens 
$496.50* 

Yvar 16mm F:2.8 Kern lens 
$76.50* 

Yvar 75mm F:2.8 Kern lens 
$94.50* 


*includes F. E. T. 


Or do you plan to stick exclusively to one kind of picture or 
the other? Once more, the answer is Bolex. 

The reason, of course, is such famous Bolex exclusives as 
automatic threading, full eye-level focusing, unlimited for¬ 
ward and reverse hand winding. Features like these have 
made Bolex the camera most wanted by serious movie makers. 
They’ve helped Bolex win 1953’s top filming awards around 
the world. They’ll convince you that Bolex is your camera. 
See them demonstrated today at your Bolex dealer’s. 

Bolex owners . . . receive regular free mailings of Bolex 
Reporter by registering serial numbers. Offer applies 

only to residents of US.A. Overseas subscriptions, $3.00 _ 

four issues. 

Paillard Products, Inc., 100 Sixth Ave., New York 13, N . Y. 
Outside U. S. A. write to Paillard, S . A. Ste . Croix, Switzerland 


The Bolex Stereo System in¬ 
cludes taking and projecting 
lenses, screen, and two pairs 
of Polaroid glasses. $397.50* 

Complete with Bolex H-16 
DeLuxe camera. $715.50* 

Stereo Close-up device per¬ 
mits true stereo close-ups 
$67.50* 


brings the best to i6mm Movie Making! 
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DOTTED LINES show picture area taken in by the Pan Cinor 
in a typical zoom shot of a horse race—recording the scene 
in a range from 20mm focal length down to 60mm. 


The Pan Cinor—Variable 
Zoom Lens For 16mm Cameras 

You can zoom in or out, or simply set it for any focal 
length from 20mm to 60mm and see exactly what 
you’re filming with the new Pan Cinor lens. 

By ARTHUR ROWAN 


O NE OF the most interesting lenses 
recently made available to 16mm 
cameraists is the Pan Cinor zoom lens, 
manufactured by SOM Berthiot in Eu¬ 
rope and distributed in this country by 
Paillard Products, Inc., New York. 
When Paillard first announced it, the 
lens was available only for the Bolex 
H-16 camera, which the company also 
distributes. Last month, Paillard an¬ 
nounced that the lens was now avail¬ 
able for use also on the following 16mm 
cameras: Maurer, Mitchell-16, Auricon 
Cine-Voice, Bell & Howell 70, Keystone 
16mm, Cine Special, Bell & Howell Au¬ 
toload and Automaster, Morton Sound- 
master, Revere Magazine, and the Pathe 


Super 16. It sells for about $447.00. 

The 16mm Pan Cinor has a maximum 
aperture of f/2.8, a focal length vari¬ 
able from 20mm to 60mm, and has a 
coupled viewfinder that shows the exact 
field at each setting. The lens is not in¬ 
tended to replace lenses of fixed focal 
length (each of which realizes a higher 
degree of optical quality for its own 
focal length) but to offer effects which 
cannot be obtained with them, such as: 

Zoom and dolly shots . . . from long 
or medium to closeup in one movement. 

Travelling shots . . . that keep the 
subject in motion at a fixed size. Before 
the advent of the Pan Cinor, such effects 
were possible only with use of camera 


cranes or back-projection methods—ob¬ 
viously out of range of the amateur and 
16mm professional. 

Complete coverage . . . without 
switching lenses, catching every action 
of a sports event. 

The Pan Cinor fits all of the above 
named cameras readily, although slight 
alterations are necessary on some. The 
Maurer drops its own finder, its regular 
C mount accepts the Pan Cinor without 
further modification. For the Mitchell- 
16, the Pan Cinor finder is removed 
and the lens mounted with a C mount 
adapter. It is also necessary to turn 
down diameter of the camera turret 
knob. 

For use on the Auricon Cine Voice, 
it is necessary to obtain from the cam¬ 
era manufacturer a special door without 
its viewfinder. This may be purchased 
for $42.00. For use on the Bell & Howell 
70, the regular door of this camera must 
also be replaced with one having no 
finder. This costs $35.00. The Cine 
Special Models I and II must have the 
turret drilled and tapped for C mount 
lenses by Kodak. The Morton Sound- 
master drops its regular finder, and the 
Pan Cinor zoom lever must be shortened 
slightly to clear the film magazine. For 
the Pathe Super-16, no alterations to 
camera are necessary. However, the Pan 
Cinor coupled viewfinder is eliminated 
and the regular reflex finder of the cam¬ 
era used, which permits viewing scene 
through the lens as action is being 
filmed. The Keystone, B & H Autoload 
and Automaster, and Revere Magazine 
Camera mount the Pan Cinor with ease. 


A 


m 


THE PAN CINOR f/2.8 zoon lens mounted on a Bell & Howell 16mm 
Auto-load camera. The coupled finder shows the scene area covered at 
all times. Exposure is constant at all focal lengths. 
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The focusing range of the Pan Cinor 
is 5 feet to infiinity at all focal lengths. 
To control composition, you simply turn 
the lever and check the desired picture 
through the coupled viewfinder. The ex¬ 
posure is constant at all focal lengths, 
and the f/2.8 aperture is fast enough 
for indoor color or black-and-white 
filming. 

It is recommended that the camera, 
when shooting with a Pan Cinor, be 
mounted on a sturdy tripod. In general, 
the lens is used like any lens of fixed 
focal length. Simply set the diaphragm 
in the usual manner according to a 
light meter reading of the scene. A 
simple chart is supplied with the lens 
that indicates the depth of field for each 
focal length and aperture used. The 
Pan Cinor may he focused by setting 
its focusing scale to the distance meas¬ 
ured, or through the Bolex eye-level 
focuser. 

In 16mm photography, uses for the 
Pan Cinor are unlimited. For the se¬ 
rious 16mm amateur who can afford it, 
the lens greatly simplifies photography 
in that in most instances it obviates the 
need for switching from one size lens to 
another with the consequent setting of 
focus and lens stop when it is desired 
to cut quickly from a long-shot to a 
closeup. By the same token, its value to 
the 16mm professional is obvious. And 
for filming TV film commercials it is a 
most ideal tool. 

Harry Pennington Jr., of San An¬ 
tonio, Texas, one of the first to acquire 
a Pan Cinor for his 16mm Bolex, de¬ 
scribed the value of the Pan Cinor from 
the viewpoint of the experienced cam- 
(Continued on Page 508) 


WHEN mounting the Pan Cinor on the Mitchell 
“16” camera, the coupled viewfinder is omit¬ 
ted. Lens is an ideal tool for use in production 
of 16mm industrial and TV films. 




invitation ... 

to all who own 1 6mm stereo eguipment 


• If you have made 16mm motion pictures, using Bolex, Elgeet, or Nord 
stereo camera attachments, we invite you to submit your best 3-D films for 
exhibition January 4, 5, and 6, 1953, in American Cinematographer’s first 

3-D FILM FESTIVAL 

• Event is open to amateur, semi-professional and professional movie 
makers, and to business firms and technical and medical groups using 
16mm 3-D motion pictures in their work. Those whose films are accepted 
for Festival screening will receive the distinguished American Cinema¬ 
tographer Merit Filming Award. 

• Film judging panel will include directors of photography in major 
studios who have photographed 3-D films, and whose names will be 
announced here next month. 

Enter Your Film Today , Using The Form Below 


ENTRY BLAN K 

(Clip And Mail In Advance Of Your Entry) 

Chairman, 

American Cinematographer 
3-D FILM FESTIVAL, 

1782 North Orange Drive, 

Hollywood 28, Calif. 

Sir: I plan to enter my film entitled:- 


in your forthcoming 16mm 3-D Film Festival. 

My film is___feet in length, in color_,_, black- 

and-white_It has sound: on film (optical)-; 

on film (magnetic)-; on separate tape or film (mag¬ 
netic)_; on discs (synchronized)- T -- 

Brief description of film subject or content- 


j I will ship this film to you on or about (date)- | 

I NAME_I 

I STREET ADDRESS---I 

| CITY___—_ZONE_ | 

I STATE____ 

ENTRIES ACCEPTED AFTER OCTOBER 1ST, 1953 
CLOSING DATE FOR ENTRIES, DECEMBER 1, 1953 

I■—-- 






American Cinematographer 


October, 1953 


491 































EDITING FOR BALANCE 

(Continued from Page 488) 



Results are... 
“CLEAN AS A WHISTLE” 

with 

GOIRZ LENSES 

for 

MOVIES and TELEVISION 


APOGOR ANASTIGMAT 

F:2.3 

focal length: 35mm 50mm 75mm 


HYPAR W-l-D-E ANGLE 
ANASTIGMAT F:2.7 
focal length: 15mm and longer 


These fine lenses are made 
by skilled technicians and 
will provide you with years 
of inestimable service. 


For details write Dept. AC-32 



C. P. GOERZ AMERICAN 

OPTICAL COMPANY 


Office and Factory 
317 EAST 34th STREET 
NEW YORK 16, N. Y. 


graphically-perfect frame. But they do 
so only at the expense of jeopardizing 
the entertainment value of the picture 
as a whole. 

So don’t hesitate to shorten a scene. 
No one will feel as sentimental about it 
as the fellow who shot it anyway. Keep¬ 
ing in mind the basic rule “make your 
moving pictures move” when you have 
made your point, change the subject, 
or at least the angle of approach. 

There is no excuse for “drag” in any 
motion picture, amateur or professional. 
Even the most beautiful landscapes or 
sea views in color can only sustain 
interest up to a point. And that point 
can be reached sooner than you think. 
Therefore, do not hesitate to cut them 
as soon as they have had time to register 
on the screen. 

Of course, all these factors should be 
considered when the photography is 
being done; the cameraman should keep 
the editing of the picture in mind as he 
shoots. When filming purely scenic 
shots or sequences, the thing to remem¬ 
ber is that every landscape or vista is 
composed of elements that are invari¬ 
ably worthy of closer scrutiny by the 
camera. Perhaps the trees that formed 
the principal mass in the long-shot will 
offer a lot of interest for closer shots, 
as will the shrubs, wildflowers and 
grasses where these also appear in the 
scene. Properly handled, these elements 
can make up for the absence of people 
in the scene to round out a three- or 
four-scene sequence. 

When filming action it is generally 
considered good policy as an aid to 
editing to shoot the entire action cycle 
in order to achieve smoothness and 
naturalness. However, at the editing 
board it isn’t necessary to include the 
entire footage in the same form and 
continuity in which it was filmed. For 
example if you go from a long-shot to 
a closer one on action where, say, some¬ 
one is shown seating himself in a chair, 
you can cut the long-shot just as he 
starts to sit down, then cut to a closer 
shot just as he’s getting settled. You’ll 
get a much smoother flow of movement 
on the screen. It will save footage, too. 
All sorts of action can be similarly 
treated, too, with like benefits in picture 
interest. 

Where spoken titles are used, the 
same technique applies: cut in the title 
just after the frame showing the char¬ 
acter starting to speak. And when cut¬ 
ting back to the picture, show the per¬ 
son just finishing speaking. Never, never 
allow the person to appear talking for 
some length after the title ends. The 


#• 




audience, while reading the title, will 
mentally bridge over the gap in the 
pictured action, and will accept this 
treatment as being much more natural 
than if the entire action is shown. 

You are getting on with the story, 
moving progressively forward—which 
is the important thing—whenever you 
lop off any frames or footage that do 
not contribute directly to progression 
of the story. To establish the fact that 
a character leaves one room for an¬ 
other, it is not necessary to include in 
the edited film the whole action that 
takes him to and through the door of 
one room, and then pick him up as he 
emerges through the door in the next 
room. Too many amateurs make this 
mistake in their first efforts at continuity 
films. Once it has been established that 
the player is going through the door, 
the next scene can cut to him when he 
is well into the room. This illustration 
can have many applications. And while 
such cuts can involve only an inch or 
two of film, the sum total of such cuts 
in a picture can mean the difference 
between its being interesting or tedious. 

One can use the same principle to 
speed things up and save footage in 
many other ways, too, especially if one 
knows how to balance shots of the actual 
action with intercut shots of somebody’s 
apparent reaction to it. 

Take a horse race movie, for example. 
Excitement is added and there is no 
loss of realism if the sequence is built 
this way: Begin with a shot from the 
grandstand of the horses getting away 
from the gate. Then cut to a long-shot 
(preferably from more or less of a 
reverse angle) of the crowd reacting to 
the always thrilling cry “They’re off!” 
Then cut to a long-shot of the horses 
rounding the first turn. Next cut to a 
fairly close shot of only one or two 
people in the crowd, as each reacts to 
the way their respective favorites are 
performing. Next cut to a follow-shot 
of the horses racing down the back 
stretch, and follow this with more re¬ 
action shots of the crowd—preferably 
at increasingly closer angles. Cut to the 
horses as they round the final turn and 
into the home stretch. Follow this with 
a series of quick, close shots of various 
spectators as each anxiously urges his 
favorite on to the wire. Then cut to shots 
of the actual finish, after which you can 
cut to more reaction shbts of the spec¬ 
tators—the lucky ones gesticulating 
their joy, and the unlucky ones tearing 
up their tickets and tossing them away. 

All this of course has to be photo¬ 
graphed first before you can edit it. 

(Continued on Page 494) 
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For the most exciting 

movies you ever took 


thee 


PRICE $ 249-50 


(includes taking and projection 
lenses, 26" x 34" screen, view 
finder, 2 pairs of glass polaroid 
glasses and 6 pairs of paper 
Polaroid glasses) 
'$259.50 for Bolex and Bell & 
Howell 70 Series cameras. 


You’ll take startlingly realistic 3-dimensional movies on your first roll 
of film with the new Elgeet Cine-Stereo System. 

It’s as easy to use as your normal lens —just mount the lens on your 
camera, set the lens opening as usual, and you’re ready to shoot. 

The Elgeet Cine-Stereo System is easy to own , too. For only $ 249.50 
you get everything you need for the most exciting movies you ever 
made—camera and projection lenses, screen, view finder, and 
Polaroid glasses. 

The fast f/2.8 6-element taking lens is fully color-corrected and 
hard-coated for brilliant pictures with microscopic definition and 
remarkable depth. A Rhomboid prism assembly makes it impossible 
for one image to be out of focus with the other. And, it’s universal 
focus ... with a range of focus from 5 feet to infinity. 

The twin f/1.6 projection lens system has polaroid segments built in, 
can be precisely focused. Adapters permit use on all standard 16mm 
projectors. 

You don’t need to wait any longer for a professional quality stereo 
system at a moderate price. See the new Elgeet Cine-Stereo System 
at your dealer’s now. 


OPTICAL COMPANY, INC. 

843 SMITH STREET • ROCHESTER, N. Y. 


4/aAeM 0^ J 7/« tyivl/d’i* 







16mm Film "Achievements 



"The Look of Things" 


It is a truism that the most perfect printing and projection in the world can¬ 
not make up for uninteresting subject matter in a film. But the opposite also 
holds true. The finer the subject, the more it deserves —and needs — perfect 
laboratory duplication to set it forth. 

This is why we feel that the finest combination of every factor won for the 
notable 16mm film subject THE LOOK OF THINGS the first prize in the 
Public Relations Category of the recent Cleveland Film Festival. The compe¬ 
tition was keen, but this winner was outstanding. Every producer, every film 
man and, indeed, every individual with an interest in viewing a superior 
motion picture should make it his business to see this film. The producer 
would be pleased to arrange for screenings through inquiries directed to us. 

Precision Film Laboratories doffs its hat to this unusual example of a fine 
industrial 16mm color and sound production. 


Precision Film Laboratories—a division 
of J. A. Maurer , Inc. f has 16 years of 
specialization in the 16mtn field y con¬ 
sistently meets the latest demands for 
higher quality and speed. 



mill 

niiil 

ll!!l| 

mill 


PRECISION 

FILM LABORATORIES, INC. 
21 West 46th St., 

New York 36, N.Y. 

JU 2-3970 


Unless you do your filming according 
to this pattern—think about the editing 
as you shoot—you won’t have the ma¬ 
terial to use at the editing table. A horse 
race shot entirely from one position 
on the track is scarcely exciting on the 
screen. But filmed and edited as out¬ 
lined above, it becomes an exciting, 
professional-like bit of film entertain¬ 
ment. 

Perhaps in summarizing we should 
point up further the great importance 
of planning the editing along with the 
photography of a picture. This is very 
important for the movie amateur; the 
professional cinematographer doesn’t 
have to follow this technique, because 
another person—the film editor—puts 
the film together; the cinematographer 
has a preplanned script to follow, which 
was worked out carefully with the 
editing of the picture in mind. 

So remember this if you want your 
films to have the compelling interest, 
the professional flair that you admire 
in theatre films. END. 


FILM SPLICING 

(Continued from Page 486) 

The film is clamped to the splicer base 
in the usual way except that a banking 
edge is required in order to obtain per¬ 
fect alignment control throughout the 
splicing cycle. The clamps, therefore, 
incorporate a pair of film followers (Fig. 
3) which push the film to the banking 
side of the clamp prior to its being 
closed. 

After the film is indexed and clamped, 
it is then cut, and the clamp still hold¬ 
ing the film is swung through a 180° 
arc into the heat-sealing position. The 
same cutting blade is used to cut both 
pieces of film. As the second clamp is 
rotated to the heat-sealing position, the 
edge of the film to be heat-treated is 
coated with the plasticizer (Fig. 3). 

At this point it should be noted that 
one of the major splicing technique 
changes is that the film is clamped with 
the emulsion side facing down and the 
cellulose side up. Of course, when the 
film is pivoted over a 180° arc to the 
heat-sealing position, the emulsion is 
facing up and the pressure applied to 
the emulsion surface. The heat is then 
applied to the cellulose side (Fig. 2). 

Different problems are presented by 
16mm and 35mm films during the heat 
cycle. The frameline of a 16mm picture 
is on line with the sprocket hole, which 
fills up completely during the heat cycle. 
With 35mm film, there is also the 
tendency of the acetate to flow into the 
four sprocket holes adjacent to the point 
of weld. To prevent this flow, ears have 
been added to the heater platten (Fig. 4) 




494 


American Cinematographer 


October, 1953 

















KINEYOX Synchronous Magnetic 
Recording Equipment 


Everything for Magnetic Recording! 

• Synchronous Magnetic Film Recorder 

* Synchronous Magnetic Film Phonograph 
• Remote Amplifier-mixer 

• Magnetic Film Reader—regular and stereophonic 
* Mono-boom for microphone 
• Magnetic Sound Eraser 

• Magnetic Sound Film Splicer—regular and stereophonic 


Also 

Complete Stereophonic 
Recording and Playback 
Equipment 



The KINEVOX synchronous magnetic re¬ 
corder .... known 'round the world! 


Licensed under R.C.A., Western Electric, Armour Research Foundation and Kinevox Patents. 


KINEVOX BUILDING 

116 SO. HOLLYWOOD WAY 

TELEPHONE: ROckwell 9-3291 


R n M R A Y 



C O R P O 

MF W Y O D U 


TED 

d f n nr i a r i o n 


BURBANK 
CALIFORNIA 
CABLE: Kitievox, Burbank 

* r- a kj a n a 


which are the same size and shape as 
the sprocket holes in the film, and which 
extend above the platten 0.006 inch. 
(These occupy the four sprocket holes 
of the film and thus prevent the flow of 
acetate into them.—Ed.) 

The acetate, besides flowing sideways, 
would also flow along the line of heat 
and out each end were it not restrained 
by edge-flow plates (Fig. 4) which rest 
against the banking edge of the film. 

When splicing magnetic film, the 
stationary and movable knife blades are 
replaced with those made of non¬ 
magnetic materials (Fig 5). The same 
procedure is then followed for splicing 
magnetic film as that used for picture 
film. One of the advantages of splicing 
magnetic film over motion picture film is 
that the oxide coating of the former does 
not tend to roll back the few thousandths 
of an inch which is characteristic with 
motion picture film. 

When the splicer is to be used en¬ 
tirely for 16mm magnetic film, it is 
advisable to change the location of the 
film index pins to permit splice to be 
located between sprocket holes rather 
than through them. This eliminates the 
reperforating process. 

A magnetic film having no modula¬ 
tion was spliced every 20 feet and then 
recorded without first erasing or de¬ 
magnetizing the film. No audible noises 
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now... Astro BERLIN 

long distance 
up to 40 inchesI 

for the Bo/ex and most 16 mm. cameras 


"Impossible" distances actually become close-ups with 
these world-famous Astro lenses, product of Germany's 
foremost specialists in long-range optics. For the first 
time, they are available nationally in a complete range 
of focal lengths from 1 to 40 inches! Special Astro lens 
formulas have resulted in unbelievably high resolving 
power with amazing sharpness at all apertures. Speed is 
another keynote of these giant lenses: Focal lengths from 
200 to 800 mm. are rated at F/5—the spectacular 1000 
mm. (40 in.) at F/6.3. Fully coated, of course. 

Available in mounts to fit most 16 mm. movie cameras, 
including BOLEX, MITCHELL, EYEMO, DEBRIE, ASKANIA, 
E. K., ARRIFLEX etc. Also special purpose and trick lenses 
of all types. 

See your dealer or write for 

complete details and prices. 


Astro telephoto lenses have 
been used by the world's 
foremost explorers, scien¬ 
tists, naturalists and news 
services, and were widely 
employed by military forces 
during the last war. 

• 

Also available with adap¬ 
tors for dual use with the 
following still cameras: 
LEICA, CONTAX-S, EXACTA, 
PRIMAR-REFLEX, MASTER 
REFLEX, HASSELBLAD. 

• 

ASTRO SUPER.SPEED TELE¬ 
PHOTO LENSES NOW AVAIL¬ 
ABLE. 

5 in. F/2J3 • 6 in. F/2.3. 

6 in. F/1.8 


Dept. AC-14 

ERCONA CAMERA CORP* 527 Fifth Ave., New York 1 7, N. Y. 


were noted in the playback. An addi¬ 
tional film, having a frequency range of 
from 30 to 15,000 cycles recorded on it, 
was spliced in each of the various fixed 
frequencies. This was checked on RCA 
equipment with the following results 
noted: 

Frequencies from 1,000 to 15,000 
cycles: splice was inaudible or at the 
same level as that of the normal noise 
of the material. 

Frequencies from 700 to 1,000 cycles: 
slightly noticeable when the film was 
run forward or backward in this range. 

Frequencies below 700 cycles: in¬ 
audible. 

Strength tests indicated that the 
spliced area was equal to 90% of the 
tensile strength of the film itself. 

When 16mm or 35mm standard print 
stock, having a stripe of magnetic 
material on the side opposite that of 
the emulsion, is used, it is necessary to 
replace the stainless-steel heater platten 
with a stainless-steel platen coated with 
Teflon. This prevents the oxide coating 
on the film from adhering to the heater 
platen. 

The Teflon-coated platen is also used 
to advantage when splicing color film 
raw stock. It prevents the anti-halation 
coating present on coated raw stock 
from sticking. Later, when using the 
machine to splice color prints, it has 
been found that replacing the Teflon 




. . . in the way of unusual, specialized lighting, call on Jack Frost! 
For movie-making, stage lighting, feature exhibits, large con¬ 
ventions ... for any location that requires exceptional lighting. 
Jack Frost is ready to serve you! And Jack Frost’s unequalled 
national service includes complete installation and removal 
wherever you are. Rent all 
your specialized lighting 
equipment from Jack Frost 
. famous for lighting the 
nation’s greatest shows . . . 
most spectacular displays. 

FOR FULL INFORMATION ON 
RENTAL EQUIPMENT 
MAIL COUPON, OR CALL 
DETROIT, TRinity 3-8030 


JACK A. FROST, DEPT. J, 

234 PIQUETTE AVE. 

DETROIT 2, MICHIGAN 

Please send me full information on 
your rental sendee. 


Address 


City 

Zone State _. 


RENTAL EQUIPMENT 


WHEREVER YOU ARE—WHATEVER YOU NEED 


lights the nation! 

MOTION PICTURE STUDIO • 
THEATRICAL • DISPLAY 
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CAMART PRODUCTS 


tape with cellophane tape is advan¬ 
tageous. 

Splicing of negative 16mm of 35mm 
film gives exceptionally gratifying 
results. When prints are made from 
spliced areas, no evidence of the splice 
can be noted. No out-of-focus frames 
are introduced, and perfect registration 
of the picture is achieved without the 
side shift that so often results when 
the cement method of splicing is used. 

To splice raw stock in the dark with 
the Presto-Splicer, it is necessary to 
remove the normal viewing lights or to 
cover them with Wratten filters approved 
for the stock that is to be spliced. Pre¬ 
viously, splicing raw stock has entailed 
hit-or-miss methods, and one could never 
be sure that the emulsion at point of 
splice had been completely scraped off. 
Because, in the butt-weld method, no 
scraping or use of cement is involved, it 
is relatively easy to splice raw stock in 
the total darkness of a darkroom. 

When splicing 16mm raw stock in 
this way, it is a decided advantage to 
move the indexing pin of the splicer to 
the center of the frame in order to avoid 
having to reperforate in the dark. This 
method of splicing has been successfully 
used in darkrooms for processing, 
eliminating the need for stapling leader 
stock to “takes.” 

It is our opinion that butt-weld splic¬ 
ing has many advantages over conven¬ 
tional cement splicing. Splices can be 
made as rapidly as every 10 seconds and 
the film used immediately in the dark¬ 
room. Now that the motion picture 
industry generally has changed over to 
use of safety film, the Prestoseal butt¬ 
weld method of splicing can be of in¬ 
valuable service. 


The foregoing article is a condensation of a 
paper prepared by Leonard A. Herzig, Presto- 
seal Mfg. Corp., 37-27 33rd St., Long Island 
City 1, N. Y., and published in the Journal of 
the SMPTE for February, 1953. 


THE BIG CHANGEOVER 

(Continued from Page 481) 

attachments on them. All this meant 
that special methods had to be devised 
to hold the anamorphic lenses so they 
could be mounted properly before the 
studio’s cameras. Before long plans 
were set in motion to have the anamor¬ 
phic lens re-designed and mounted in a 
conventional barrel-like housing. This 
task was given to Bausch & Lomb Opti¬ 
cal Company. Before the end of April, 
five of the improved CinemaScope cam¬ 
era lenses were delivered to Sol Halprin. 

Prior to this, technicians in the stu¬ 
dio’s camera department spent many 
nights checking and re*checking the 


* CAMART TV MIKE BOOM 

Rear handle for directional mike 
control. Sturdy 13’ extension arm. 
Entire unit folds to fit in your car. 


it OPTICAL FX UNIT and PRISMS 

For 16mm, 35mm, and TV cam¬ 
eras. Will reproduce multiple 
images in rotation. Excellent 
for TV, animation, or film 
commercials. 


★ CAMART TRIPOD 

Lightweight friction head 
tripod for semi-professional 
16-35mm cameras. Smooth, 
well-balanced pan and tilt 
action. Rigid leg locks. 


fOR STUDIO AND LOCA^ 


it CAMART BLIMP for ARRIFLEX 35mm CAMERA 


Geared follow focus control. 
Reflex viewing through the 
blimp eliminates parallax 
problem. 110 volt 60 
cycle single phase sync 
motor. Geared footage 
counter. Accepts cam¬ 
era with 400’ magazines. 


it CAMARl 
BABY DOLL 


lAJrtite fab jbeiaiii 


glide steering. Plan 
form for assistant and accessories 
Adjustable swivel seat. Rigid clamp 
for tripod legs. For tripod, babl 
tripod, and hi-hats. Size 35 x 4| 
inches, it comes apart. 

it CAMART CAMERA DOLLY 

Professional motion picture or TV camera doll^ 
Two seats for operator and assistant. Geared 
for smooth operation of boom arm from 26" tl 
seven feet. 30" width wil go through standar| 
door. Weight 350 pounds. Easily transported. 


Above 

available fab 

Immediate 

SALES • RENTALS • REPAIRS 


the cflinffifl*niflflT inc. 

MOTION PICTURE AND TV PRODUCTION EQUIPMENT 
































sif#S 


each 


honey for the money! 


Other Versatile Viewfinders 


ZOOM Finder for Auricon Cine 
Voice . . . zooms from 15mm 
to 12". $60 

Available for Filmo and Eyemo. 

$39.50 


ZOOM DIRECTOR’S FINDER for 
16mm and 35mm. . . . 16mm 
zooms from 13mm to 75mm. 
35mm zooms from 25mm to 
6". $15.50 


WATSON Director’s type finder, 
pocket size, with mattes from 
30mm to 100mm for 35mm 
cameras. Also for 16mm 
cameras. $35 


Hpl MOTIVEFINDER, 

\—like a "right arm” for the creative MP and TV Director If 


TEWE MOTIVEFINDER is a wizard that solves scores of set prob¬ 
lems. This Director’s Zoom-type Finder reveals the most suitable focal 
length, the proper camera position, the effects of dolly shots, etc. It is 
invaluable to a creative Director who likes to plan optical tricks and 
special effects. Combination Finder zooms from 25mm to 135mm for 
35mm Motion Picture and zooms from 28mm to 150mm for TV. 
Complete with leather carrying case and neck band. Only $75 


ZOOM Finder for Cine Kodak 
Special . . . zooms from 15mm 
to 150mm, with parallax ad¬ 
justment. $75 

Template supplied for mount¬ 
ing Finder On magazine. Ad¬ 
ditional brackets for magazines 
available at $7.50 per set. 


FRANK C 

z u C K E R 


(TflmeRH €<; 

juipmenT ( 

o. t 

1 1600 BROflOlUfly 

S najj yoRK city 
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calibrations on the original two anamor- 
phic lenses that were being used in 
shooting the initial CinemaScope pro¬ 
ductions. Special types of telescopes had 
to be purchased so that the Camera De¬ 
partment could check the lenses for 
quality of focus and calibrations, to 
make sure the calibrations were hold¬ 
ing up, and at the same time to deter¬ 
mine if anything could be done to aid 
and improve sharpness of focus. 

The studio’s Camera Precision Ma¬ 
chine Shop staff had to go to work im¬ 
mediately building new holders and 
designing new matte boxes. It had to 
design means and methods of using the 
conventional finders of the cameras in 
order to get the extremely wide-angle 
view that the anamorphic lens yields; 
and this all had to be ready in time 
for use in the photography of three 
CinemaScope pictures—“Beneath The 
12-Mile Reef” having now been added 
to the schedule of CinemaScope pro¬ 
ductions. 

As difficult and complex seemed the 
problem of converting to CinemaScope, 
this was only half the story. Cinema¬ 
Scope had a complementary new fea¬ 
ture, sterephonic sound, which in one 
sense posed a more involved conversion 
problem to the Sound Department than 
did CinemaScope to the Camera De- 

• 


partment. Whereas the Camera Depart¬ 
ment was able to use standard photo¬ 
graphic equipment in conjunction with 
the CinemaScope lens, the Sound De¬ 
partment was confronted with the task 
of redesigning the entire sound record¬ 
ing system to a multiple-track system. 

Like CinemaScope, the sound conver¬ 
sion program began early this year. Lo¬ 
cal directorship of this program was un¬ 
dertaken by Sound Department head 
Carl Faulkner and sound development 
technician Lorin Grignon, with the over¬ 
all sound conversion being supervised 
by New York technical director Earl 
Sponable. 

First step was the development of a 
magnetic sound recorder and mixing 
panel which would handle three or 
more separate sound channels. Where 
one track carried all the dialogue be¬ 
fore, three individual tracks would now 
be employed for dialogue. In conven¬ 
tional sound recording, the sound track 
ran along the edge of the 35mm film 
strip. 

Where would there be room for 
three or four sound tracks? Here was 
the answer: It was obvious that there 
wouldn’t be enough room for multiple 
sound tracks on the film strip as it was. 
The only variables were the sprocket 
holes and the picture itself. By cutting 

• 


down the width of the sprocket holes 
and by cutting the aspect ratio from 
2.66-to-l to 2.55-to-l, two sound tracks 
could be placed on either side of both 
rows of sprocket holes. (See diagram 
on page 478, this issue.) 

Because of the problems involved in 
multiple photographic sound tracks, it 
was obvious that magnetic sound re¬ 
cording would be the only feasible meth¬ 
od for stereophonic sound release. Now, 
a practical method for “striping,” or 
laying the several sound tracks on the 
picture film, had to be devised. The 
final details of this operation have been 
worked out, so that highest fidelity 
magnetic tracks can be placed on the 
film strip to insure top quality sound 
reproduction on all tracks. 

To be sure, there were many things 
to tackle in the development of a mul¬ 
tiple-track sound system. By production 
necessity, one of the first was the de¬ 
sign and construction of a sound re¬ 
corder, for putting dialogue on three 
separate tracks simultaneously. The first 
triple-track recorder designed for re¬ 
cording and playback was seven feet 
high and weighed 600 pounds. Although 
it was good from an operational view¬ 
point, it was impractical because of its 
great bulk. So the next problem was 
to put all the components of stereopho- 
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nic sound recording into a more prac¬ 
tical and portable form. This develop¬ 
ment was carried out swiftly and ef¬ 
fectively, the new triple-track recorder 
being every bit as compact and portable 
as the former single-track recorder. It 
was a project which required two and 
a half weeks of intense research and 
design, night and day. Yet it repre¬ 
sented only a small phase of the Sound 
Department’s job of c o n v e r t i n g to 
stereophonic sound. In effect, the entire 
sound channel (all the equipment neces¬ 
sary to handle the various steps of 
sound recording and reproduction) had 
to be rebuilt for stereophonic sound. 
Not only was this a monumental task, 
but it was one which had to be accom¬ 
plished in an amazingly short time, so 
the new system could be used in the 
entire CinemaScope program and so 
theaters could gear for stereophonic 
sound. 

By the nature of the principal in¬ 
volved, the intermediate CinemaScope 
image is greatly distorted. This fact 
presented a problem to the film editor, 
who views all footage in the Moviola 
in order to edit it. The CinemaScope 
scenes were squeezed out of proportion 
to the degree that the cutter was un¬ 
able to select and match scenes with 
any degree of accuracy. This meant that 
some sort of compensating lens would 
have to be adapted to the Moviola so 
that the film editor could view scenes 
in their normal proportion. An addi¬ 
tional “fly in the ointment” was the fact 
that several different types of Moviolas 
are in use on the lot. Different types 
of lenses would have to be designed for 
each type of Moviola. The Precision 
Machine Shop went to work and de¬ 
veloped lucite lenses which, when placed 
in front of the Moviola viewing area, 
unsqueezed the picture so it had the 
normal CinemaScope look. New lenses 
had to be built for the projection-type 
Moviolas used by shooting companies 
for picking and matching action on the 
set. These were built so that the Movi¬ 
olas could throw a CinemaScope pict¬ 
ure onto a small screen. 

Also being built by the Camera De¬ 
partment is any entirely new type of 
finder which will encompass the wide 
angle of CinemaScope and will give the 
cameraman good, clear viewing on the 
set. The first prototype is nearly com¬ 
pleted and will be tested soon. 

Camera personnel itself has played a 
tremendous part in the pioneer work 
that marked the earliest days of Cinema¬ 
Scope photography. Cameramen, opera¬ 
tors and assistants, through their ability 
and enthusiasm, have mastered a here¬ 
tofore unknown technique almost over¬ 
night. 

Since projection is a necessary com¬ 
plement to photography, all of the cam- 



No compromise with 


to achieve 


The full utilization of modern day manufacturing technology has produced 
a series of magnetic film recordingraevices distinguished by excellent per¬ 
formance, Exceptional portability and rugged dependability. The amazing 
spontaneous adoption of tH^AAGNASYNC as the national standard clearly 
points up thera^matno compromise with quality has been granted. 


Maximum portability, extreme light weight and compactness are important 
features . . . but these are secondary to the prime qualifications of flutter- 
free motion, wide range response spectrum, high dynamic range, clean, 
distortion-free sound and maintenance-free operation. 

Equipment is now available to the producer at unbelievably low prices! 



Available in: 

16mm double perforated film 
16mm single perforated film 
1716mm 

Price: $1275 complete 

F.O.B. North Hollywood, Calif. 


Send for complete technical data 


DISTRIBUTORS 


Southwestern 

MAGNETIC RECORDERS COMPANY 

7120 Melrose Ave., Los Angeles 46, Calif. 
WEbster 3-5545 


Northeastern 

CAMERA EQUIPMENT COMPANY 

1600 Broadway, New York 19, New York 
Judson 6-1420 Cable Address: CINEQUIP 


Manufactured by: 

MAGNASYNC MFG. CO. — P.O. BOX 707 • NORTH HOLLYWOOD, CALIFORNIA 
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Banish Uncertainly — Develop Your Films with 



Producers, TV stations, small labs., col¬ 
leges, photo finishers, microfilmers—do the 
job on your own premises—control your 
production from the start. 

BRIDGAMAT 1C is your best buy . . . here's why: 

COMPACT — occupies little space. 

DURABLE — ell stainless steel tanks* 

ECONOMICAL — costs less than V 3 c per 16mm ft. 

LOW UPKEEP — simple design, trouble-free. 

PERFORMANCE — proven in hundreds of installations. 

PRICES start at $1095. 

• Write for illustrated brochures 

AGENTS FOR: Acme Animation, Acmiola Editors, Auricon 1200 Cameras, Bardwell & McAlister 
Spots, Bell & Howell Printers, Blue Seal Recorders, Bodde Background Screens, Century Lighting, 
Colortran Lites, Contimatic Printers, Hallen Recorders, Houston-Fearless Cranes & Dollies, Kinevox 
Synchronous Magnetic Recorders, Mole-Richardson Lights, Moviolas, Precision Sound Readers, Raby 
Blimps and Gearheads, S.O.S. Edge Numbering Machines, Studio Sound Readers and Synchronizers. 
Many Items Available on Time Payments. 


BRIDGAM AT IC 70mm model 
470C showing overdrive system. 
Price upon request 

BRIDGAMATIC JR. $1095 

Fine for TV Stations, 
positive speed 600 feet per hour 


S.O.S. CINEMA SUPPLY (GRP. 


DEPT. F 

602 West 52nd St., N.Y. 19 
Cable: “SOSOUND” 


AWARDED FEDERAL SUPPLY SERVICE 
CONTRACT 3RD STRAIGHT YEAR FOR 
ALL U. S. GOV’T. AGENCIES 1953/4 


YES—REMOVE THE GUESS—let BRIGA- 
MATIC bring out all the best that’s in the 
film you’ve sweated and slaved over. Better 
yet, you’ll do it right on the spot instead 
of killing valuable time waiting for an 
outside lab. BRIDGAMATIC tells the tale 
instantly—protects your precious negatives 
and soundtracks. 



PRECISION BUILT COMBINATION 
16mm AND 35mm 

OPTICAL 

SOUND READER 

FEATURES: Simple threading . . polished sta¬ 

bilizer drum with needle bearings, with a sur¬ 
face which cannot damage film . . . film rollers 

machined to conform with SMPTE standards, and 
equipped with oilless bearings . . . precision ground 
shafts . . . dimension 6"%b"y7 y / 7 n . 

AMPLIFIER: 117 volt - 60 cycle - AC . . . power 
output - 4 watts . . . heavy duty Alnico V speak¬ 
er .. . safety fused . . . prefocused socket . . . 
pilot light ... 6 ft. heavy duty line cord. 

NET PRICE $185.00 F.O.B., FACTORY, NEW YORK 

PRECISION LABORATORIES 

1139 Ulica Avenue BROOKLYN 3, NEW YORK 


TITLES • OPTICAL EFFECTS 

35 mm & 16 mm MOTION PICTURES and TELEVISION 

ra y mercer & co. 7000 

04u0 4241 NORMAL AVE 6 HOLLYWOOD 29, CALIF. M OOO 
(1 y 2 BLOCKS EAST OF VERMONT, OPP. L. A. CITY COLLEGE) 

FADES • LAP DISSOLVES • INSERTS • MATTE SHOTS • MINIATURES • 3-D 


era changes resulting from the conver¬ 
sion to CinemaScope have been accom¬ 
panied by changes in projection tech¬ 
nique. Most important of these, of 
course, is the compensating anamorphic 
lens which, when attached to the pro¬ 
jector, returns the squeezed scene to its 
original proportion. To accommodate 
the new triple-track sound system, pro¬ 
jectors had to be equipped with a new 
magnetic sound reproduction head. This 
reproducing head was a development of 
Earl Sponable and his New York re¬ 
search staff and the sound department. 

The installation of new sprockets for 
exact registration with the new smaller 
sprocket holes has been completed on 
several of the studio’s projectors. 

A 31-foot Miracle Mirror screen has 
been set up in projection room 1. Pro¬ 
jection room 5 has a 22-foot picture and 
Mr. Zanuck’s projection room has a 17- 
foot picture. Stage 2, which is the new 
re-recording stage, has a 42-foot picture 
as well as two special screens on Stage 1 
for the Music Department. Projection 
room 3 has a 26-foot screen and six of 
the studio’s regular projection rooms are 
being equipped to handle CinemaScope 
pictures. All projection changes have 
been supervised by Sol Halprin and 
Chief Projectionist Bill Weisheit. 

Equipment used by the Special Pho¬ 
tographic Effects Department under Ray 
Kellogg and the Optical Printing De¬ 
partment under Jim Gordon have under¬ 
gone numerous changes. New types of 
mounts have been built, and many meth¬ 
ods have been devised to fit the mounts 
onto the many types of camera set-ups 
that these departments employ with the 
new anamorphic lenses. 

The Electrical Production Department 
has very definitely been affected by the 
new dimensions of CinemaScope. Nat¬ 
urally, there is little additional lighting 
problem for outdoor scenes photo¬ 
graphed in the new medium. But in the 
case of large interior sets which had to 
be lit artificially, there was a problem. 
The greatly expanded range of the cam¬ 
era equipped with anamorphic lens pre¬ 
vented electricians from moving their 
lights in as closely as they could in 
conventional photography. This meant 
that larger units had to be employed 
to compensate for the light loss incurred 
by the greater throw. In addition to this 
new obstacle, the fact that often in Cin¬ 
emaScope greater areas have to be 
lighted for larger scenes has put addi¬ 
tional requirements on the Electrical 
Production Department for more and 
more light. 

In one sense, the conversion of the 
Moviolas used by the Cutting Depart¬ 
ment has been a problem of the Camera 
and Sound Departments. But the Film 
Editorial Department has had many 
other obstacles to overcome. The single- 
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strip Eastman color film that is used 
with CinemaScope is a thicker stock 
than the magnetic sound footage. Since 
film editors use the double system when 
editing (picture on one track, sound on 
another), the problem arose of the pic¬ 
ture reel and sound reel being of differ¬ 
ent sizes. In other words, a 1000-foot 
reel will hold 1000 feet of sound track 
but only 800 feet of picture, because of 
the greater thickness of the latter. This 
presented a problem wherever the two 
tracks had to be rewound together. It 
was solved by employing a clutch on the 
sound reel to slow it down to the speed 
of the picture reel. 

Many other operating adjustments 
have had to be made since the first reel 
of CinemaScope footage reached the 
cutting rooms. All of these adaptations 
to the new medium have been accom¬ 
plished without delay, at minimum cost. 

According to Jerry Webb, head of the 
Cutting Department, CinemaScope has 
a terrific asset over conventional photog¬ 
raphy, from the cutter’s point of view. 
The wide range of CinemaScope scenes 
tends to eliminate over-cutting. The re¬ 
sult is a smoother product, with less cuts 
than were required by the old system. 

Contrasting the radical changes that 
many departments have undergone in 
the conversion process, a few produc¬ 
tion departments have had to alter their 
operating procedure very little due to 
CinemaScope. For example, supervising 
art direct Lyle Wheeler reveals that his 
department has been virtually unaffected 
by the transition to the CinemaScope 
process. For instance, the interior tent 
scenes in “The Robe” were originally 
designed for conventional photography, 
yet the set was not altered at all. In the 
case of larger sets, the shapes have been 
changel slightly to conform to the new 
aspect ratio, the emphasis being on 
width. This change in picture frame pro¬ 
portion is an advantage to the Art De¬ 
partment inasmuch as it eliminates the 
necessity for many of the matte shots 
that would have been required in the 
old system. So the conversion to Cinema¬ 
Scope by the Art Department has been 
a natural and most advantageous one. 

To the director, CinemaScope offers a 
great new opportunity for expression. 
No longer will he be limited by the pros¬ 
cenium. Coupled with stereophonic 
sound, his visual and aural selectivity 
are greatly augmented. 

To the actor, CinemaScope provides 
a more solid basis on which to display 
genuine acting ability. By the same 
token, its requirements of the actor are 
far greater than were those of the con¬ 
ventional medium. The actor in Cinema¬ 
Scope is often required to do entire 
scenes without a break, much like the 
technique employed in stage acting. 
This means that the actor must memo¬ 
rize more lines and must have a greater 



Check these Hallen features: 

• Hallen “Drum System/' with the Motion Picture Academy 
award-winning “C. C. Davis Flutter suppressor/’ results in 
most stable film motion yet developed. 

• Simultaneous monitor of recorded track. 

• Three inputs for simultaneous use: two for microphones 
and one for music or background effects. 

• Track placement approved as standard by Motion Picture 
Research Council for 16mm and 17 Vi mm models. 

• High-speed forward and rewind, using separate motors. 

• Monitor speakers and power supply are removable from 
the recorder unit. 


1495 


Immediate Delivery 


F.O.B. 


LICENSED UNDER THE PATENTS OF AMERICAN TELEPHONE AND 
TELEGRAPH CO., WESTERN ELECTRIC CO., AND HALLEN CORP. 


HALLEIM CORPORATION 

3503 WEST OLIVE, BURBANK, CALIFORNIA 

Cable Address “Hallen" • CHarleston 8-6976 

WRITE FOR LITERATURE AND PRICE SCHEDULE 


MODEL 25B 

' LIP-SI NC" 

One Case Portable 
Unit 


Professional SOUND STAGE QUALITY 

... At Low Cost 


SINCE 1948 


( / PECTACULAR 

MAGNETIC RECORDER 
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s^lffic^ator 


CLAMP 


WITH BARN DOOR 



'A Hangs from a nail on the wall. 

^ Clamps to a chair, door, top of set or 
stand. 

★ Sets on floor as a foot light. 

^ Adaptable to almost everywhere. 

'A Barn door swivels 360° 

★ For R2 - R40 or Par 38 Bulbs 

Price — $15.00 

Clamp without barn door wired 

with plug and sw«tch — Price—$5.00 

Clamp only .Price—$2.75 

Above unit excellent for use with 
“COLORTANS" 

sen & CROWE 

403 WEST 47th STREET 
NEW YORK 36, N. Y. 

Circle 5-4691 


Ready-C^ddy 


• ACCURATE 
DAY USE 


Trademark 

EASY READABLE 
FOR EVERY 
1001 Ready Sound-Film 
Editing Data: 

• Footage •* Frame 
Count • Screen Time 

• 35mm and 16mm 
equivalents. 

Plastic computer for 
everyone in movies 
and TV, from script to 
screen. 

$2.00 Prepaid 
(Delivered in U.S.A.) 

ASK FOR REPRINT OF 
AMERICAN CINEMATOGRAPHER ARTICLE. 

Write or ask your dealer 

READY-EDDY, Sandy Hook, Conn. 




understanding of the character he is por¬ 
traying. In repayment for this extra ef¬ 
fort, the actor has the satisfaction of 
“living” his part not fragmentary but 
completely, thus yielding a greater per¬ 
formance. 

To mention three, six or twenty of the 
studio’s departments in the conversion 
to CinemaScope would be far from the 
whole story. For in one way or another, 
every department and person on the lot 
has been affected by the introduction of 
this new medium into production tech¬ 
nique. Whether the individual transition 
has been great or small, it has been an 
important part of the overall convers¬ 
ion. 

To name all the heroes in the story of 
CinemaScope would be impossible here. 
It is the result of the combined effort of 
specialists in many fields, all of whom 
felt that the challenge of CinemaScope 
could be met. END. 

“PENTHOUSE” REPRODUCERS 

(Continued from Page 478) 

Kinevox, Inc., Magnasync Mfg. Co., 
Ltd., Westrex, and others are busy sup¬ 
plying the country’s movie houses with 
the new sound heads, in order that 
they may be prepared to show Cinema¬ 
Scope films. 

The “penthouse” sound head becomes 
a permanent installation, and permits 
showing of any kind of pictures—two- 
dimension, three-dimension or wide¬ 
screen, and stereophonic sound or ordi¬ 
nary sound. For CinemaScope, the pro¬ 
jectionist threads the four-track mag¬ 
netic sound film through the new “pent¬ 
house” head, then continues through 
the regular picture-gate mechanism as 
for any type of film, by-passing the 
ordinary single-track-sound pickup sys¬ 
tem. (Fig. 3) 

For pictures having the ordinary 
single-track-sound, the projectionist uti¬ 
lizes only the guide rollers of the “pent¬ 
house” sound head; he then threads 
the film through the regular picture-gate 
mechanism and optical or single-track- 
sound pickup system as he ordinarily 
would thread the machine. (See Fig. 4) 

The new type “penthouse” sound 
heads made by Kinevox, Magnasync 
and Westrex are pictured in Fig. 1. 
The Kinevox unit, which is distrib¬ 
uted by Natural Sound Corporation, 
Hollywood, sells for $1425.00 per pair. 
Rollers and other moving mechanisms 
are non-magnetic stainless steel. It fea¬ 
tures tight-loop transport action, oilite 
bearings, hardened and ground shafts, 
with all manufacturing tolerances car¬ 
ried to less than one one-thousandth of 
an inch. Provision has been made to 
take up extra film length, due to various 
heights of projector heads, and still 







WHEN single-track sound films are screened, 
projectionist utilizes only the guide rollers of 
the penthouse sound head, threading the film 
as shown by dotted line and by-passing the 
four-track reproducing mechanism. 


keep the required spacing of 28 frames 
between sound and picture. A four- 
channel Brush sound head is used. The 
Kinevox “penthouse” is 9 inches long, 
3 % inches high and has an offset to 6 
inches in height and 4% inches in depth. 
In mounting, the upper film magazine 
of the projector is raised only 3% 
inches,and thus may be accommodated 
in the majority of projection booths. 

Magnasync Mfg. Company’s “pent¬ 
house” head is tradenamed “Magna- 
phonic,” and is designed on the popular 
“Synkinetic” dual-flywheel principle, 
which was originated by Magnasync 
engineers. The principle is notable for 
the use of different mass and inertia 
in the two flvwheels to prevent inter¬ 
action, and the silicone-packed “clock 
spring” filter-arm damping mechanism. 

The company points out that theatres 
already having Magnasync 335-T and 
other separate reproducers can convert 
to the Magnaphonic 4-track heads at 
nominal cost. Magnaphonic equipment 
can be purchased in several alternative 
packages ranging from the basic re¬ 
producers to the complete stereophonic 
sound system. Prices range from $875 
to $4400. 

The Westrex R9 Stereophonic Repro¬ 
ducer was developed in Westrex Hollv- 
wood laboratories. It utilizes two im¬ 
pedance drums which results in the 
tight loop desirable for magnetic re¬ 
production; the well-known Davis drive 
and flutter suppressor; and idler roller 
adjustable to the length of the film 
path of different makes of projectors; 
and a large 32-tooth sprocket which 
controls the film on both sides of the 
magnetic head. The unit measures 6 3 4 
inches in height, 13 inches in width, 
and 634 inches in depth. It is a film- 
pulled mechanism, same as the Kinevox 
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and Magnasync, and does not require 
any special motor or drive. 

Although the “penthouse” four-track 
sound head development is not directly 
related to cinematography, it will un¬ 
doubtedly prove interesting to readers 
in view of its importance in the steadily 
changing film production scene. It may 
well be that it will presage a direct 
switch to the 20th Century-Fox four 
track method for other wide-screen and 
3-D film productions which include 
stereophonic sound, from the separate 
sound track methods presently in use 
for such films. Film producers will 
watch future developments with con¬ 
siderable interest. 

The entire development marks an¬ 
other stage in the technical advances in 
sound film that have been brought about 
by TCF’s Earl Sponable and his associ¬ 
ates in the last two decades. 


“LET ME SEE” 

(Continued from Page 483) 

camera films had been precluded by the 
Department’s practice of keeping all it’s 
camera equipment uniformly adjusted 
in order to serve just such emergencies 
as this. 

One major photographic problem was 
encountered when we found it imprac¬ 
tical to use makeup on our large cast of 
amateur players. Particularly did we 
run into trouble when we had close 
shots to film involving, say, a child 
with its very light complexion, and its 
father with suntanned face. We com¬ 
pensated for this entirely by lighting, 
sometimes using a separate light source, 
tightly goboed, for each individual, and 
with the light on the parent carefully 
scrimmed. 

We used Commercial Kodachrome 
film entirely. In our exterior shots, re¬ 
flectors were used for fill light. Once 
when shooting an important exterior, 
we ran into a multiple problem of Los 
Angeles “smog,” and deep shade from 
a large tree. We never were quite able 
to match the color in this shot with 
that of the rest of the picture, although 
the difference in the final print is quite 
small. 

As in professional studio production, 
the next stages of our operation involv¬ 
ed film processing, which was handled 
by Eastman Kodak. Company’s Holly¬ 
wood laboratories; re-recording our 
magnetic sound to optical tracks, which 
we accomplished using our Auricon re¬ 
corder; and duping the release print in 
our film laboratory. Our laboratory, 
which cost $35,000 and which at one 
time was considered the model 16mm 
film laboratory in the United States, was 
designed by Sidney Solow, head of Con- 



FEATURING 

35mm THREE CHANNEL 
INTERLOCK PROJECTION 


MOVIELAB FILM LABORATORIES, INC. 


619 West 54th Street, New York 19, N. Y. JUdson 6-0360 
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A Christmas Present 
for Your BOLEX 


A 400 ft. magazine complete as shown, in¬ 
cluding installation, motor, and heavy duty 
fibre case. In black wrinkle finish. Fully 
guaranteed. 

• SYNCHRONOUS MOTOR with BASE. Has 

'reverse' and on and off switch — 12 ft. 
heavy duty cable. No installation necessary. 
Can be used with our 400 ft. magazine unit. 
Only $165.00 postpaid. 

P RACK-OVER. Accurately puts titles where 
you want them. A low priced heavy duty 
precision built instrument. Only $39.75 post¬ 
paid. 

P CAMERA BASE. Holds camera rigid. Stops 
vibration. Lightweight aluminum in black 
wrinkle finish. Only $5.00 postpaid. 

P SPORTSFINDER. For Octameter Mount as 
well as Trifocal, (specify model when 
ordering.) Used with a 2 inch lens. Slips on 
and off easily. Nothing to get out of order. 
In black wrinkle finish. Only $12.95 postpaid. 

See your Bolex dealer or order 
direct. Immediate delivery. 

TOLEDO CINE ENGINEERING 

1309 Milburn Ave. Toledo 6, Ohio 


PELLEGRINI 

VARIABLE SHUTTER UNITS 
FOR THE BOLEX H-16 


The real an¬ 
swer to com¬ 
plete FADES 
and LAP DIS¬ 
SOLVES. Faster shutter speeds 
and many other advantages. 
Prices within U. S. $99.60. 
Cameras with outside frame 
counter $109.80. Tax extra. 
One year guarantee and cam¬ 
era transportation back in¬ 
cluded. Send for free infor¬ 
mative booklet. 

Prices subject to change 
without notice. 

TULLIO PELLEGRINI 
1545 Lombard St. 

San Francisco 23, California 
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solidated Film Industries in Hollywood. 

The University’s Department of Cine¬ 
ma has perhaps the most complete 
equipment of any collegiate cinema de¬ 
partment. The sound stages were de¬ 
signed and built entirely by students 
and faculty members following the most 
advanced methods presently in use in 
the major studios. The sound recording 
studio was built and all equipment in¬ 
stalled by the instructor in charge. Here 
are regular studio as well as portable 
Stancil-Hoffman magnetic film record¬ 
ers complete with necessary mixing 
panels, microphones and cables, and 
complete re-recording equipment. 

The department’s prize piece of 
photographic equipment, of course, is 
the Mitchell “16” camera. Additional 
cameras include three Cine Specials, 
twelve Bell & Howell 70-DL’s, and 
several Bolex H-16’s. 

When we were presented with the 
award for this picture by Carey Wilson 
of the Screen Producers Guild, I think 
something or other was said about the 
crew deserving credit for the pitcure’s 
success. Actually, this statement wasn’t 
necessary, for the film speaks for itself 
in this regard. This was a film that from 


start to finish depended entirely on 
complete cooperation and sincere en¬ 
thusiasm from all concerned with its 
production. 

“Let Me See” was not the only film 
with which the department was con¬ 
cerned last year. No less than twenty 
films were in some stage of production 
while we were shooting. This offered 
many problems of studio management 
and utilization of equipment and stage 
facilities. For example, one of us was 
at work preparing a film for the Amer¬ 
ican Heart Association—a three-reeler 
now being edited; the other was putting 
the final touches on a script for a psy¬ 
chological problem film now up for pos¬ 
sible production. 

The films we make at USC serve a 
three-fold purpose: They all have an 
educational function (many are spon¬ 
sored) ; they teach us how to make films 
under actual production conditions; and 
most important, they are the showcase 
for our work. 

And what about the students who 
work together to make these films? 
Most of us go into documentary and 
educational film production. END 


SHOOTING A ROYAL AIR FORCE TRAINING FILM 

(Continued from Page 479) 


crashes, they will naturally ask them¬ 
selves, “What would I have done in 
his place?” 

The film then shows the right thing 
to do, starting with diagram sequences 
which explain how the emergency serv¬ 
ice operates. 

A problem in shooting this film was 
the aerial photography. As an aircraft 
is most likely to get into difficulties in 
bad weather, many aerial scenes were 
purposely shot in cloud and bad visibil¬ 
ity to create the proper atmosphere. 

No jet aircraft capable of accommo¬ 
dating a motion picture camera and 
operators were available to us, so aerial 
filming was done from a war-time Lan¬ 
caster. The maximum speed of this air¬ 
craft is only about 200 knots, and to 
minimize vibration the actual flying 
speed was kept down to 180 knots. 
The Meteor jet fighter used as the 
subject in the film could fly as 
slowly as 180 knots—but no less—and 
at that low speed, the attitude of the 
plane is wrong. The nose is higher than 
it would be in normal flight. Whenever 
the horizon was not seen, therefore, the 
camera was tilted slightly to compen¬ 
sate for this. To film long shots, with 
the horizon visible, both the Lancaster 
and the Meteor were maneuvered into 
shallow dives. 


The door of the Lancaster was re¬ 
moved and a Newman-Sinclair spring- 
driven camera mounted behind the open¬ 
ing. Sections of automobile tires placed 
under the tripod legs insulated the cam¬ 
era from the vibrations of the aircraft. 

The Newman-Sinclair holds only 200 
feet of film, so a signaling device in¬ 
sured that the Meteor pilot carried out 
the required actions well within the 
limits of the 2 minutes running time 
available. This device consisted of a 
push-button on the front of the camera, 
connected to a signal light near the 
Lancaster pilot. If the Meteor were re¬ 
quired to break formation or carry out 
any other maneuver in the middle of a 
shot, the Lancaster pilot would call the 
Meteor immeditately the signal light 
flashed. In practice, the time which 
elapsed between pressing the signal but¬ 
ton and the Meteor taking the required 
action, was only 2 to 4 seconds. 

It was difficult to film convincingly the 
Meteor flying in cloud. If the cloud was 
too thick, the two aircraft lost sight of 
each other and were forced to break 
formation. At other times the Meteor 
merely appeared motionless against a 
plain white background—not exactly 
the most photogenic type of shot. The 
best effect was obtained by the Meteor 
flying just above the cloud tops or just 
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small GYRO tripod 

Here is exciting news for many Motion Picture Cameramen. . . . We 
are happy to announce that we are again in production on our popular 
Small Gyro Tripod. 

If you have used our Gyro, of course no description is necessary. 
But if you know it only from hearsay, you have an interesting experi¬ 
ence ahead of you. You will be delighted with this “Action Controlled" 
job which is precision-engineered with gears and flywheels like a fine 
clock. 

It has two speeds—slow and fast—for both panning and tilting, 
and is equipped with a long pan handle which enables you to con- 
troll the pan and tilt action—helps you capture fine scenic views and 
fast moving sports events with ease. 

Our GYRO is especially recommended for such cameras as the 
16mm Mitchell, the 16mm Maurer, the Bell & Howell Eyemo with 400 
foot magazine and motor and similar cameras. 

If you appreciate lightweight convenience in a versatile tripod, lose 
no time in seeing our Gyro. We predict you will be fascinated by it. 


(7flm€Rfl touipmsnT (o 

1600 8R0A0WRy \ fifiu ynRK city 


neuu yoRK city 


again available- 


OUR FAMOUS 
“controlled action” 


below the cloud base, provided there 
was plenty more cloud above or below. 

Closeups of the pilot to cut in with 
flying shots are normally filmed con¬ 
vincingly in the studio by back-projec¬ 
tion, but this was too costly for a short 
training film. Nevertheless, these shots 
were made satisfactorily outdoors by 
only shooting when there were no clouds 
to reveal the fact that the aircraft was 
stationary. For sunlit scenes, we waited 
for a cloudless blue sky, while for 
scenes in or below cloud a flat dull sky 
was the answer. In addition, all shots of 
the pilot in the cockpit, with the excep¬ 
tion of big closeups, were filmed with 
the camera tracking either in or away 
from him. thus helping to maintain the 
illusion that the aircraft was actually 
in flight. 

Here, reflections from the curved 
plastic cockpit hood often proved dis¬ 
turbing. Therefore the craft was turned 
to a position where only a flat horizon 
with no buildings could be seen re¬ 
flected from the hood. While shooting 
the first of these scenes, it seemed that 
even these reflctions would spoil the 
shot because the green of fields was 
very obvious; but filmed in black-and- 
white and with the horizon slightly out 
of focus, the reflections were completelv 
unrecognizable and might easily have 
come from the wings of the craft itself. 


The air crash in the opening sequence 
proved difficult to shoot. The build-up 
sequences were, of course, easy enough, 
viz.: 

Longshot — Aircraft coming down 
through cloud, 

Closeup—Pilot’s face looking anx¬ 
iously around, 

Big closeups of fuel gauges, 

Longshot—Aircraft flying low, and 
finally — it’s disappearance behind a 
clump of trees. 

But the sequence had to end with an 
actual wreck. To destroy an aircraft 
specially for a short training film was, 
naturally, out of the question. About 
five such films could be made for the 
cost of one Meteor! Neither would a 
model be likely to convince the critical 
audiences for which the film was in¬ 
tended. However, large numbers of Me¬ 
teors fly daily over the British Isles and 
inevitably there are genuine accidents. 
But we had a long wait ... It was 
only after all other scenes had been 
shot and the film almost ready for dub¬ 
bing that we located a suitable crash 
and got our camera on the spot, at the 
other end of England, before the wreck¬ 
age was cleared up. END. 




PRODUCTION 

EQUIPMENT 

COLORTRAN 

STEPPED UP VOLTAGE 
LIGHTING EQUIPMENT 

SPOT KIT completewith three spots, one 
broad, stand, converter, case; more than 
3500 watts .$252.75 

JUNIOR KIT complete with two floods, 
stands, converter, case; more than 4000 
watts .$189.75 

SENIOR KIT complete with two floods, 
stands, super-converter, case; approxi¬ 
mately 10,000 watts.$237.50 

SPECIAL EQUIPMENT 

HEAVY DUTY QUAD LIGHT, four bulb 
unit, barndoors, rolling stand, built-in con¬ 
verter; better than 2000 watts, com¬ 
plete .$90.00 

HEAVY DUTY SIX LIGHT unit, barndoors, 
rolling stand, built-in converter; better 
than 5000 watts...$110.00 

SPECIAL MODEL REGULATOR for single 
2000 watt Junior spots, will step-up to 
approximately 5000 watts; or will take 
two 1000 watt bulbs or three 750 watt 
bulbs. Color balanced.$65.00 

Send for descriptive literature. 


THE CAMERA MART, INC. 

1845 Broadway, near 60th Street 
New York 23, N.Y. Circle 6-0930 
Cable Address: Cameramart 
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mitchell 

CAMERA STORES, INC. 


PROFESSIONAL 

DEPARTMENT 

We carry a complete line of 35mm and 
16mm Motion Picture Production equip¬ 
ment with which we can equip you on 

either direct sale or on rental basis. 

• Rental and Sales 

Mitchells — Wall — Bell & Howell — 
Akeley — Ari & Eclair Cameras, etc. 
Raby Blimps—Dollies—Houston, etc. 

• Fall Equipment Sale— 

Bell & Howell 70 "DL" with coated 
F 1.9 Super Comat Lens—3 lens 
Turret, seven speeds—Hand Crank— 

Critical Focuser — used — like new 
Guaranteed . $249.50 

• Brand New Exposure Meters 

Weston Master LI. $ 22.95 

Weston Master II Cine. 22.95 

Norwood Director. 25.95 

General Electric D.W.68.— 19.50 

Free case included — store 
display models 

• Changing Bags 

35 x 44 inches — will hold 

100 ft. magazine—Special. 9.45 

• For The Assistant Cameraman 

Oil Cans—with valve spout—for oil¬ 
ing camera movement, etc. 

English import, only. $ .98 

Lens brush—lipstick case.98 

Moody Kit—Screw Driver set 
— 5 interchangeable heads 

only . 1-25 

Static Master — Anti dust 
Brush — used for cleaning 
gelatin filters after cutting 

• Close-up Bellows Attachment 
for Mitchell "16” accepts all 

16mm Mitchell Mounts — 
only .New 105.50 

• New Super Hi-Speed 16mm reversal 

developing machine soon available. 
Write for Prices and Information. 

• Only Authorized Mitchell Camera Re¬ 
pair Service Station on Eastern Sea¬ 
board. 

• Write for information and rental price 

list to the Attention of Dept. T.C., 

Professional Service. 

• We ship to all parts of the world. 


• Phone 
PL 7-6812 
Cl 5-9372 

•Warehouse 
Address 
110 West 

51st Street, 
New York 
19, N. Y. 


127 West 50th St. (At Radio City) 
New York 19 , N.Y. 



AMERICAN SOCIETY 
OF CINEMATOGRAPHERS 

FOUNDED January 8, 1919, The Ameri¬ 
can Society of Cinematographers is com¬ 
posed of the leading directors of photog¬ 
raphy in the Hollywood motion picture 
studios. Its membership also includes non¬ 
resident cinematographers and cinematog¬ 
raphers in foreign lands. Membership is 
by invitation only. 


Arthur Edeson, President 
Fred W. Jackman, Exec. Vice-President 
Milton Krasner, First Vice-President 
Arthur Miller, Second Vice-President 
Hal Mohr, Third Vice-President 
William Skall, Treasurer 
John W. Boyle, Secretary 
Robert de Grasse, Sergeant-At-Arms 
John Arnold 
Charles G. Clarke 
Lee Garmes 
Alfred Gilks 
Victor Milner 
Ray Rennahan 
Joseph Ruttenberg 
Leon Shamroy 

Alternate Board Members 

Jqseph Biroc 
William Daniels 
Paul Eagler 
Sol Halprin 
Winton Hoch 
Charles Lang 
Joseph La Shelle 
Sol Polito 
John Seitz 
James Van Trees 


ALLIED ARTISTS 

€•■ Harry Neumann, “Dragonfly Squadron,” 
(3-D), with J. Hodiak and B. Britton. Lesley 
Selander, director. 

€•■ Harry Neumann, “Bomba and the Green 
Idol,” Ford Beebe, director. 

•’ Ellis Carter, “Arrow In The Dust,” with 
Sterling Hayden, Lesley Selander, Dir. 

COLUMBIA 

• Henry Freulich, “The Kiss and the 
Sword,” (Technicolor) Richard Castle, dir. 

METRO-GOLDWYN-MAYER 

• Joseph Ruttenberg, “Miss Baker’s Dozen,” 
(Ansco Color) with Greer Garson, Robert 
Ryan, Robert Z. Leonard, director. 

• Paul C. Vogel, “Rose Marie,” (Techni¬ 
color, CinemaScope) with Ann Blyth, F. La¬ 
mas, H. Keel, Mervyn LeRoy, director. 

• George Folsey, “Executive Suite,” (Wide 
Screen) with W. Holden, J. Allyson, B. Stan¬ 
wyck. Robert Wise, director. 

REPUBLIC 

o Jack Russell, “Hell’s Half Acre,” with 
Wendell Corey, Evelyn Keyes, Marie Windsor. 
John H. Auer, producer-director. 

R.K.O.-RADIO 

• William Snyder, “Rangers of the North,” 
(3-D, Technicolor) with Victor Mature, Piper 
Laurie, W. Bendix. Louis King, director. 


20TH CENTURY-FOX 

• Lucien Ballard, “Prince Valiant,” (Tech¬ 
nicolor, CinemaScope) with Robert Wagner, 
Janet Leigh, Debra Paget. Henry Hathaway, 
director. 

• Charles G. Clarke, “Night People,” 
(Technicolor, CinemaScope) (Shooting in 
Germany) with Gregory Peck, Rita Gam. 
Nunnally Johnson, producer-director. 

• Harold Lipstein, “Three Young Texans,” 
(Panoramic Prod.) (Technicolor Wide-screen) 
with M. Gaynor, K. Brasselle, and J. Hunter. 
Henry Levin, director. 

Leo Tover, “Man In The Attic,” (Pano¬ 
ramic Prods.) (Wide-screen) with J. Palance, 
C. Smith. Hugo Fregonese, director. 

• Milton Krasner, “We Believe In Love,” 
(Technicolor, CinemaScope) with Clifton 
Webb, Jean Peters, Jean Negulesco, director. 

• Edward Cronjager, “Gatling Gun,” (Pano¬ 
ramic Prods.) with Van Johnson, Joanne Dru. 
Rudy Mate, director. 

•’ Lloyd Ahern, “Gorilla At Large,” (Pano¬ 
ramic Prods.) with Cameron Mitchell, Ann 
Bancroft. Harmon Jones, director. 

UNIVERSAL-INTERNATIONAL 

• John Seitz, “Saskatchewan,” (Technicolor, 
Wide-screen) with Alan Ladd, Shelly Winters. 
Raoul Walsh, director. 

•’ Carl Guthrie, “Yankee Pasha,” (Techni¬ 
color, Wide-screen) with Jeff Chandler, 
Rhonda Fleming. Joseph Pevney, director. 

• William Daniels, “The Far Country,” 
(Technicolor, Wide-creen) with James Stew¬ 
art, Ruth Roman. Anthony Mann, director. 

• Maury Gertsman, “Fort Laramie,” (Tech¬ 
nicolor, Wide-screen) with John Payne, Mari 
Blanchard. Jesse Hibbs, director. 

•' Carl Guthrie. “Johnny Dark,” (Tech., 
W-screen) with T. Curtis. G. Sherman, dir. 

• Russell Metty, “Magnificent Obsession,” 
with J. Wyman. Douglas Sirk, director. 

WARNER BROTHERS 

•’ Wilfrid Cline, “Rear Guard, (3-D, War. 
Col.) with G. Madison. David Butler, dir. 

• Robert Burks, “Dial M For Murder,” 
(3-D, War. Col.) Ray Milland. A. Hitchcock, 
director. 

© Pev Marley, “Phantom Ape,” (3-D), with 
K. Malden. Roy Del Ruth, director, 
c Sidney Hickox, “Them,” (3-D, War. Col.) 
Gordon Douglas, director. 

INDEPENDENT 

•' Cliff Stine, “Americano,” (Eastman 
Color, Wide-screen). Budd Boetticher, dir. 
•' Lester White, “Silver Dollar,” (Cin.Col) 
(Wide-screen). Fred Sears, director. 


TELEVISION 


(The following directors of photography 
were active last month in photographing films 
for television, or were on contract to direct 
the photography of television films for the 
producers named.) 

• Lucien Andriot, “Life of Riley” show, Hal 
Roach. 

© Norbert Brodine, “Crown Theatre,” Bing 
Crosby Enterprises. 

• Dan Clark, “Favorite Story,” Ziv TV. 

• Edward Colman, “Dragnet,” Mark VII 
Prods. 
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• Robert DeGrasse, “Make Room For 
Daddy,” D.P.I. and Marterto Prods., Inc. 

• George Diskant, “Four Star Playhouse,” 
Four Star Prods. 

• Karl Freund, “I Love Lucy,” Desilu 
Prods. 

• Fred Gatelv, “The Big Town,” Gross- 
Krasne Productions. 

• Benjamine H. Kline, “Fireside Theatre,” 
Frank Wisbar Productions. 

• Hal Mohr, “The Joan Davis Show,” Joan 
Davis Productions. 

• William Mellor, “Adventures of Ozzie 
and Harriett,” Stage 5 Productions. 

• Ernest Miller, “Hopalong Cassidy,” Wil¬ 
liam Boyd Productions. 

• Virgil Miller, “You Bet Your Life,” (the 
Groucho Marx Show), Filmcraft Productions, 
e Kenneth Peach, “Ramar of the Jungle,” 
Arrow Productions. 

• Robert Pittack, “Cavalcade of America,” 
Jack Chertok Productions. 

•’ Walter Strenge, “My Little Margie,” 
Roland Reed Productions. 

• Mack Stengler, “The Liberace Show,” 
Snader Telescription Corporation. 

•• Harold Stine, “Superman,” Superman, 
Inc. 

•' Phillip Tannura, “The Burns and Allen 
Show,” McCadden Corporation. 

•• Stuart Thompson, “Your Jeweler’s Show¬ 
case,” Sovereign Productions. 

•’ Gilbert Warrenton, “Chevron Theatre,” 
Revue Productions. 


VARISCOPE LENS 

(Continued from Page 484) 

The tremendous success of “The 
Robe” is certain to set the style for 
ultra-wide, panoramic type movies. 
With Variscope, an exhibitor can give 
panoramic screen treatment to a 
great many of the films which are 
now being released by all studios, pro¬ 
viding he has the theatre and screen 
for it. And where these pictures have 
stereophonic sound, the exhibitor is in 
position to more successfully meet the 
competition of CinemaScope films—or, 
when showing a CinemaScope feature 
himself, to bring other non-Cinema- 
Scope films on the same program up to 
comparable screen size. 

An interesting sidelight on the de¬ 
velopment of the Variscope lens is the 
fact it “was born about ten years too 
soon,” according to Young. Years ago, 
long before the advent of wide-screen 
movies, Young developed the basic 
idea for his lens, but didn’t know what 
to do with it. His original Variscope 
(actually it had not yet been so named) 
was stored, and it remained almost 
forgotten until recently when the furor 
of 3-D and wide-screen movies sud¬ 
denly electrified the technical staffs of 
all studios. As Young worked with his 
MGM associates in developing the 
studio’s 3-D and wide-screen processes, 
he saw the possibilities his zoom-type 
projection lens held in the new order 
of film making. He renewed research 
and development on the lens, and re¬ 
cently the prototype Variscope was 



PRINTS BLACK OR YELLOW! 16mm & 35mm 
Visible Edge Film Numbering Machine 


A necessity in 3D or TV for orderly handling of 
negatives or prints—where edge numbering is a 
MUST. Guides projectionist in matching exact frames. 


This non-intermittent unit 
has an automatic metal 
numbering block, prints 
black or yellow. Film passes 
over drying rollers before 
being rewound — Central 
lubrication, 2000' capacity, 
speed 50' per minute. 

16mm machine prints be¬ 
tween the perforations only 
—35mm model prints be¬ 
tween the perforations or on 
the outside edge as 
specified. Both negative 
and positive films can be 
numbered 


F.O.B. NEW YORK 


$2250 



S.O.S. HAS IT!- 

Film Edge Waxing Machine.Flows liquid 

wax at 4000' per hour—dries instantly—saves cost many 
times—prevents damage to new prints—assures perfect 
recording .-.-. $1575 


AGENTS FOR: Acme Animation, Acmioia Editors, Auricon 1200 Cameras, Bardwell & McAlister 
Spots, Bell & Howell Printers, Blue Seal Recorders, Bodde Background Screens, Century Lighting, 
Colortran Lites, Contimatic Printers, Hallen Recorders, Houston-Fearless Cranes & Dollies, 
Kinevox Synchronous Magnetic Recorders, Mole-Richardson Lights, Moviolas, Precision Sound 
Readers, Raby Blimps and Gearheads, S.O.S. Edge Numbering Machines, Studio Sound Readers 
and Synchronizers. Many Items Available on Time Payments. 


S.O.S. CINEMA SUPPLY (ORP. 


DEPT. F. 

602 W. 52nd St., N.Y. 19 
Cable: “SOSOUND” 
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DEO. W. COLBURN LABORATORY INC. 


164 NORTH WACKER DRIVE»CHICAGO 6 
TELEPHONE STATE 2-7316 

8 and 16mm 
SERVICES 


demonstrated and pronounced highly 
successful. 

The Variscope is now in production 
by Pacific Optical Corp., Los Angeles. 
Sale and distribution is to be handled 
by National Theatre Supply Company, 
with Young drawing royalties from 
sales. MGM will not share in the 
profits in any way. The studio, notable 
for its efforts in aiding the nation’s 
small film exhibitors, many of whom 
have been hard hit in the transitional 
period of wide-screen movies, is elated 
that this important exhibitor aid was 
developed at MGM. Officials see in it 
great new possibilities for the theatre 
owner. Not every movie house can 
equip for CinemaScope; but all can 
now show pictures in any one of the 
newer wide-screen formats, thanks to 
the Variscope lens attachment. 

For the industry, and particularly 
its cameramen, the advent of the Vari¬ 
scope holds much promise. It means 
the producer of non-anamorphic type 
movies will be better able to compete 
with CinemaScope productions. The 
result may well be an early resurgence 
of wide-screen and 3-D film produc¬ 
tion, now somewhat curtailed, with con¬ 
sequent increasing assignments for 
cinematographers. Many of these men, 
incidentally, see in the Variscope a re¬ 
markable new projection tool that gives 
new scope and luster to their camera 
work. 

PAN CINOR LENS 

(Continued from Page 491) 

eraman in a recent issue of the Bolex 
Reporter. Said Pennington: “One of the 
major problems confronting the small 
producer of motion picture films is his 
lack of facilities for camera movements. 
Panning the camera can be done with 
most any reasonably good tripod, but 
a dolly shot becomes extremely difficult 
except under the most exacting condi¬ 
tions. Dolly shots in the field can just 
about be written off as impossible, and 
even in the small studio many ‘takes’ 
must usually be made to get the desired 
smoothness in a dolly shot. 

“The Pan Cinor lens completely 
solves this entire problem. The zoom 
action is smooth, either fast or slow. 
We find in practice the pictures made 
with the Pan Cinor are consistently as 
sharp as those filmed with the best avail¬ 
able fixed focal-length lenses. Also the 
pictures are uniform in exposure and 
sharp over the entire area of the screen 
—all the way out to the corners and 
at any distance. 

“Another problem often encountered 
in the field is to find a position for the 
camera exactly where you want it. A 

• 


C A M A R T 
Electric Film Timer 



FOR MOTION PICTURE EDITING 
Post-Recording . . Narration 

Measures footage in minutes and tenths 
Operates on 110 volts 60 cycles 

Standard 16mm or 35mm model.$125.00 

Combination 16-35mm model.$125.00 

THE CAMERA MART, INC. 

1845 Broadway • New York, N.Y. 


THEATER QUALITY 
16mm SOUND 

The finest equipment plus top 
technical skill gives you the 
brilliant, tone-true track that 
will result in wider distribution 
and more bookings for your 
picture. Let us prove Telefilm 
recording can benefit you. 

Write for Information 
Dept. A-l 1 

TELEFILM, INC. 

6039 Hollywood Blvd. 

Hollywood 28, Calif. 



MOVIOLA 


FILM EDITING 
EQUIPMENT 
1 6MM - 35MM 


• PICTURE 
SOUND 
Photo and 
Magnetic 


• SYNCHRO 
NIZERS 


• REWINDERS 


One of 
new series 
Moviolas 
picture < 
sound. 


Write for 
Catalogue 


MOVIOLA MANUFACTURING CO. 

1451 Gorden St. • Hollywood 28, Calif. 


RUBY CAMERA EXCHANGE 

Rents . . . Sells . . . Exchanges 

Everything You Need for the 

Production & Projection 

of Motion Pictures Provided 
by a Veteran Organization 
of Specialists 

35 mm.16 mm. 

Television 


IN BUSINESS SINCE 1910 


7 29 Seventh Ave., New York 19, N. Y. 
Tel.: Circle 5-5640 
Cable address: RUBYCAM 


To Sell 

THE MOTION PICTURE INDUSTRY 

YOU 

NEED 

AMERICAN 

CINEMATOGRAPHER 

AMERICAN CINEMATOGRAPHER reaches all 
fields of 35mm and 16mm motion picture 
production— 

• Major Hollywood Studios 

• Television Film Producers 

• Industrial Film Makers 

• Educational Film Producers 

• Amateur Movie Makers 

• Film Laboratories 

• Foreign Film Producers (67 countries) 

Why be satisfied with anything less? 
Write For Advertising Rates 
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river, street, fence, runway, or people 
may be in the way. With the Pan Cinor 
the camera can be placed almost any 
reasonable distance from the subject so 
long as it is the angle wanted, and the 
focal length of the lens changed to take 
the exact picture wanted. You don’t 
have to zoom the lens in every case. 

“At first the Pan Cinor lens seemed 
tremendous but we soon found out it 
is not heavy or awkward in any way, 
nor does it require any unusual care. 
We are using this lens almost exclusive¬ 
ly for our work in 16mm television, 
industrial and promotion films, both 
black-and-white and color. The only dif¬ 
ficulty we have found is resisting the 
temptation to zoom every shot.” 

It should be pointed out that the use 
of filters, polarizing screens and dif¬ 
fusion discs is the same with the Pan 
Cinor as with ordinary lenses. Series 
VIII filters may be used, and two close- 
u^» lenses are available—one for dis¬ 
tances between 60 and 30 inches, and 
another having a focal length of .75mm 
for distances between 30 and 20 inches. 


SIMPLIFIED SINGLE-FILM 
SYSTEM FOR 3-D 

(Continued, from Page 485) 

for permanent in-the-booth installation 
and the other for mounting outside the 
booth in front of the projector port¬ 
hole, as shown in Fig 1. In use, the reg¬ 
ular projector lens is eliminated and the 
projection lens of the Nord equipment 
is used. In projection, the film images 
are rotated 90°. Width and position 
of the sound track remains the same as 
for conventional or 2-D films. 

The natural conclusion is to assume 
that by putting two images on a single 
frame of 35mm film, the images are 
reduced to just y 2 that of a standard 
2-D film frame. Roy Clapp explains 
why this isn’t so: 

“First we utilize the full silent picture 
frame area, minus the sound track area. 
By printing the images in the 1.75 to 1 
wide-screen format, they fit perfectly 
into a single frame, as shown in Fig. 2, 
and the pitcure area used is just %ths 
that of 1.75 to 1 pictures now printed 
in the conventional manner.” 

Acceptance of the Nord System must 
begin with the film producers them¬ 
selves. Once the studios agree to print 
their 3-D features for Nord projection, 
it follows that an increasing number of 
theatres throughout the country will 
equip to show 3-D pictures by this 
method. The initial cost of equipment, 
said to be quite reasonable, will readily 
be recouped by consequent savings in 
booth operation, say Nord engineers. 

Last month, Columbia Pictures Corpo¬ 
ration became the first studio to com- 


Model 35-16C 


SEIMSITESTER 



★ IMMEDIATE DELIVERY 
to the lab owners interested in— 

QUALITY 
EFFICIENCY 
ECONOMY 

• DUAL MACHINE 
1 —Sensitometer 
2—Scene Tester 

• HIGHLY ACCURATE 
Electronic timer unaffected 
by climatic changes. 

• NEW TYPE LONG-LIFE 
Cold Light Exposure Unit 

• WITHOUT ADDITIONAL 
EXPENSE will match a.iy 
printer 

Combination 35mm-l6mm 


F.O.B. Hollywood, Calif. 


ART REEVES MOTION PICTURE EQUIP. 

7512 Santa Monica Blvd. 
Hollywood 46 California 



Expert Factory Repairs 
Lenses mounted — “7”’ stopped — 
calibrated ind tested. 


WE SELL 
WE RENT • WE SERVICE 


the film and TV needs 
of the universe. 

A complete line of 35mm 
and 16mm Cameras, Moviolas, 
Dollies and accessories. 

MITCHELL • BELL & HOWELL • MAURER • AURICON 

Lighting & Editing equipment. Processing 
Machines. Whatever your needs—you name 
it—we have It. 


FRANK C. ZUCKER 

(JflmeRfi 6^uipm€iiT (o. 

1600 3R0RDUJfly new yoRK cuy 


plete arrangements to untilize the Nord 
System of single-strip 3-D film printing 
and projection. Following a series of 
meetings and demonstrations between 
Columbia Studio executives and Nord 
company representatives, the studio 
agreed to make immediately available 
to any exhibitor who so requests it 
prints in the Nord System of any of the 


studio’s films which have been made 
to date, or which are to be made in 3-D. 

Roy Clapp, who invented the Nord 
System, has been an expert on stereop- 
tics for 25 years. He holds numerous 
patents, and has applied for patents on 
his new process. Associates with him 
are Harry Rathner of Minneapolis, and 
Nathan Supak, also of Minneapolis. 
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CLASSI 

RATE: 10c per word—minimum 

F 1 

ad $1.00 

ED ADVER1 

I. Words set in capital letters, 15c per word. 

ISING 

Display format 90c per line. 


STUDIO A PRODN. EQUIP. 


BARGAINS GALORE AT THE ONE STOP STORE 

ELECTRIC FILM FOOTAGE COUNTERS—starts, 
stops, continues automatically. Comb. 

16/35mm, $119.50; 16 or 35mm.-.$ 67.50 

NEW STRIPPING FLANGES, 6" comb. 

16/35mm. rd. keyway. 5.95 

AURICON PRO SOUND CAMERA, Parallax 

Finder, NR24 Amplifier, Compl.... 995.00 

200' CINE SPECIAL CHAMBERS. 159.50 

NEW DEMONSTRATOR LATEST HALLEN 16mm 

Recorder, Factory Warranty__ 1195.00 

RCA PM40 35mm OPTICAL RECORDER, $15,000 

val. complete......-. 7500.00 

LIKENU MAGNECORD LIP-SYNC RECORDER, 3 
heads, Rangertone control, 3 channel mixer, 
record or playback one hour at 16mm 

speed, rack mounted. $1300 value_ 895.00 

HOUSTON 35mm PROCESSOR Model 10 
combination, negative/positive. Originally 

$13,250. Reconditioned...-. 7500.00 

NEW FILM EDGE NUMBERING MACHINES, 

16 or 35mm...... 2250.00 

KINESCOPE ATTACHMENTS for AURICON 

SUPER 1200 Cameras... 250.00 

ARRIFLEX 35mm CAMERA, 3 lenses, tripod, 

adapter, batteries, etc. 895.00 

NEW 1500 Watt FRESNEL SPOTS with 8" 

condenser . 39.50 

EYEMO NEWSREEL CAMERAS Model 71 less 

lens, as is..-...-. 99.50 

EYEMO SPIDER TURRET Newsreel Cameras, 

Model 71 less lens, as is.... 295.00 

WESTERN ELECTRIC MOVIOLA Composite 

picture/sound. Rebuilt.....-.. 595.00 

DEPUE 35mm DOUBLEHEAD Sound & Picture 

Printer. Rebuilt...... 2950.00 

SCHUSTEK (B&H) Optical 35/16 Picture Re¬ 
duction Printer, rebuilt....-. 2995.00 

WALL MOVIETONE 35 mm. Single System out¬ 
fit, $7000 value . 3995.00 

NEW 500/750W FRESNEL SPOTS, 6" lens, 

med. pref........... 19.95 

CASH PAID FOR USED EQUIPMENT. TRADES TAKEN 
Dept. F Cable: SOSOUND 

S. O. S. CINEMA SUPPLY CORPORATION 
602 W. 52nd Street New York 19 


FOR SALE 


OPTICAL AND EFFECTS PRINTER. Equipped with Acme 
Process Camera Item #5 complete. Acme Projection 
Head Item #30 complete—Automatic Follow Focus 
Selsyn motor controlled—Ektor Aerial Lens for aerial 
projection—Camera Lens Eastman Printing Ektar 
103mm. F. 2/8—Variable Stop Motion Drive 

(Blimped)—All travels graduated in 1/10 of thous¬ 
and,s Machine exceptionally accurate and Rugged— 
We also offer for sale—ANIMATION STAND 12 ft. 
high, approx. 6 ft. actual travel—Variable speed 
and Automatic Follow Focus Selsyn motor controlled- 
Camera-Acme Special Effects, Automatic Fades and 
take up. Acme Stop Motion Unit all speeds ,etc. 

For further inforcamion call, wire or write 
LOUIS MEYER 

9200 Exposition Btvd. Los Angeles 34, Calif. 

Phone: TExas 0-6811 


BASS . . . CHICAGO. Cinema headquarters for 43 
years offers money saving buys in guaranteed used 
equipment. B. & H. 70 DE, hand crank, back wind, 
1 " F: 1.5 Cooke, 15mm. F:2.7 Kodak w.a., 4" F:4.5 
Cooke, $399.50,- Bolex H-16, 1" Primoplan F: 1.5, 17 
mm. F:2-7 Wollensak w/.a; 2" F: 1.6 Kodak, case, 
$299.50; B. & H. 70 E, 1" F:2.7 Cooke, case, 
$122.50; Kodak Model K, 1" F: 1.9, case, $82.50; 
B. & H. Auto Master, 1" F: 1.9 Wollensak, 15mm. 
F:2.5 Ektar, 4" F:4.5 Wollensak, case, $267.50; 
16mm. Magazine Kodak, F: 1.9, case, $92.50; 8mm. 
Magazine Kodak, F:1.9, case, $92.50; 8mm. Revere 
99 Turret, F:2.8, case, $52.50; 8mm. Revere Maga¬ 
zine 70, F:2.8, case, $67.50; B. & H. Foton, gun, 
case—$543.00 value for $250.00. Best buys . . . 
Best trades always. BASS CAMERA CO., Dept. 
AC-10, 179 W. Madison St., Chicago 2, Illinois. 


SAVE 85% 

6-BULB Fluorescent Photo Light used by AAF. Complete 
with 6 individual 15w Fluor, tubes. Adjustable 
bracket 16 x 16 x 4". Fits Bardwell stands. Gov¬ 
ernment Cost $75.00. Now..._...$10.95 

HEAVY-DUTY Bardwell McAlister Collapsible Light 
Stands. Capable of handling 3 individual fixtures. 
Mounted on rubber casters. Portable or permanent 
unit. All steel. Government Cost $75.00. Now $10.95 
F. O. B. Los Angeles. 20% Deposit with C.O.D. orders 
ASSOCIATED SURPLUS COMPANY, Dept. AC-10 
6855 Tujunga Avenue 
North Hollywood, California 


ANSCO sweet densitometer, Model 11, just like new 
$375.00. R-C SCIENTIFIC INSTRUMENT CO., 307 
Culver Blvd., Playa del Ray, Calif. 




STUDIO & PRODN. EQUIP. 


35MM B&H Single System Sound camera 
equipped Cooke lenses 40mm., 50mm., 

75mm., 125mm. Modulite Galvanometer, 

Amplifier, Motor, Tachometer, 2-1000 ft. 
magazines. Tripod with Free-Head, Quick 
release legs, carrying cases, complete, Gua- 

anteed, special price—.....$3500.00 

35MM. Arriflex Camea—Coated Lenses, 

35mm. fl.2 Carlzeiss, 50mm. fl.5 Carlzeiss, 

85mm. f2 Carlzeiss, 125mm. f2.3 Astro pan 
Tachar—Variable Speed Motor, 12V Bat¬ 
tery—Free Head Tripod, 3-2000 ft. maga¬ 
zines, carrying cases, complete special 

price .-.....-. 1175.00 

16MM. B&H 70-H camera—coated lenses, 

17mm. f2.5 B&H Super Chromat, 25mm. 
fl.9 B&H Lumar, 150mm. f4.5 B&H Telate, 
also 4 positive lenses, Parallax Viewfinder, 

B&H Motor, 1 -400 ft. magazine, B&H Free 
Head Tripod, cases complete. Manufactur¬ 
ers Guarantee, Price..... 1150.00 

35MM. Akeley Camera with 4 matched Zeiss 
lenses, 4-200 ft. Magazines, Slow Motion 
Attachment, Akeley Friction Tripod, quick 
release legs, carrying cases. Bargain Price.. 750.00 
35MM. Duplex Printer adapted for sound track 
excellent for duping. Academy Aperture. 

Speed 250 picturs per minute per side, two 
light change boards, 18 different lights 


each side, 21 scenes—Motor 110 Volts, 

perfect mechanical condition, Price.-_ 875.00 

35MM. Art Reeves Sound Recorder—Twin fi¬ 
delity optical unit, glow lamp type, 

1000 ft. B&H magazine... 997.50 


Specializing in television, movie, editor supplies, 
Mitchell and B&H Tripods, synchronizers, 16mm. sound 
cameras, lights, lenses, etc. new-used reasonable 
prices—Cash for Used Equipment—Trades taken. 

For everything Photographic and Cinematic 
HOLLYWOOD CAMERA EXCHANGE 
1600 Cahuenga Boulevard Hollywood, California 

ORIGINAL Norwood Studio Meter. Model A. Director’s 
model - large photosphere. Accurate to fraction of 
stop - $40.00, 

PAN-PIX, P.O. Box 16343, Hollywood 38, Calif. 


SAVE 70% on projection bulbs. 750 Watt bulb, list 
price $4.51, Now $1.35 each. Guaranteed. Quanti¬ 
ties of 6 or more, $1.00 each. Minimum order $2.70. 
Cash with order. Postage Prepaid. No C. O. D’s. 

ASSOCIATED SURPLUS COMPANY, Dept. AC-10, 
6855 TUJUNGA AVENUE, NORTH HOLLYWOOD, CALIF. 


AURICON-PRO camera, late model, 200 ft., 

parallax adj. ground glass finder..$600.00 

35MM CINEFLEX with motor and mogazine.... 395.00 
BOLEX SWITAR lens, 25mm F.L., f/1.4, new.... 120.00 

E.K. 12-inch lens, f/5,...-.... 100.00 

E.K. Cine Kodak lens, 4-inch, F/2.7.. 45.00 

AEROFLEX lens. Astro Pan Tachar, 5-inch, 

f/2.3 ....... 100.00 

FRED A. PARRISH 

10851 Fairbanks Way, Culver City, Calif. 


WALL S. S. 35MM. SOUND CAMERA 

COMPLETE with Galvanometer, amplifier, portable 
power supply, 40-50-75 and 100mm. lenses, erect 
image viewfinder, complete front attachments, two 
1000 ft. magazines, Balanced Tripod, necessary 
carrying cases. Ovehauled. Guaranteed perfect. 
Reasonable. 

CAMERA EQUIPMENT COMPANY 
1600 Broadway New York 19, N. Y. 


AUDIO AKELEY single system camera complete with 
Akeley sound head, Gyro tripod, 3 lenses, view 
finder, Maurer mixing amplifier. Complete with 
cables, power supply and W. E. microphone. 
CAMERA EQUIPMENT CO., 1600 Broadway, New 
York 19, N.Y. Cable Cinequip. 


WE BUY, SELL AND RENT PROFESSIONAL AND 16mm. 
EQUIPMENT, NEW AND USED. WE ARE DISTRIB¬ 
UTORS FOR ALL LEADING MANUFACTURERS. RUBY 
CAMERA EXCHANGE, 729 Seventh Ave., New York 
City. Established since 1910. 


GRAFLEX 4x5 in good condition, with two lenses: 
F4.5, 16cm Carl Zeiss. One F6.3 Kodak Anastigmat. 
Also DC volt-milliameter (Radolek), Model 301 
tester, that reads 100,000 ohms, in good condition. 
Best offer. Box 1177, AMERICAN CINEMA¬ 
TOGRAPHER. 


16MM DOUBLE film feed systems—sync projectors. 
Sales and service on all types of motion picture 
equipment. SUBURBIA FILMS, 1650 John Street, 
Fort Lee, N. J. 




WANTED 


IMMEDIATE CASH PAYMENT FOR 
CAMERAS AND EQUIPMENT 

NEED EYEMOS (SINGLE LENS AND TURRET), 
MITCHELLS, ARRIFLEX, DE BRIES, B&H STANDARDS 
AND HI-SPEEDS, WALLS, AKELEYS, ONE SPECIALS, 
AIJRICONS, MAURERS, FILMOS. ALSO BALTARS, 
COOKES AND OTHER LENSES. SOUND STAGE, 
LABORATORY AND EDITING EQUIPMENT OF ALL 
TYPES REQUIRED. PLEASE SHIP INSURED OR FOR¬ 
WARD DESCRIPTIONS AIRMAIL. IMMEDIATE PAY- 
MENT. 

GORDON ENTERPRISES • 5362 N. Cahuenga 

NORTH HOLLYWOOD, CALIFORNIA 


WANTED TO BUY FOR CASH 

CAMERAS AND ACCESSORIES 
MITCHELL, B &H, EYEMO, DEBRIE, AKELEY ALSO 
LABORATORY AND CUTTING ROOM EQUIPMENT 

CAMERA EQUIPMENT COMPANY 
1600 BROADWAY, NEW YORK CITY 19 
CABLE: CINEQUIP 


YE OLDE S O S. TRADING POST 

Auricons, Moviolas, Printers, Recorders, 

Lights, Cameras, or what have you 
WE TRADE OR TAKE CONSIGNMENTS 
NAME YOUR PRICE —WE’LL GET IT 
Western Union Private Wire — WUX New York 
S.O.S. CINEMA SUPPLY CORPORATION 
Dept. f. Cable: SOSOUND 

602 W. 52nd Street, New Yark 19 


WANTED 

PRODUCTION EQUIPMENT, LABORATORY EQUIPMENT, 
EDITING EQUIPMENT, 16mm. and 35mm. FROM SIN¬ 
GLE ITEMS TO COMPLETE STUDIOS. TRADES AC¬ 
CEPTED. 

THE CAMERA MART, INC. 

1845 Breadway Circle 6-0930 New York 23, N.Y. 


WANTED 

Mitchell — Akeley — B&H — Wall — Eyemo 
Cameras — Lenses — Equipment 

NATIONAL CINE EQUIPMENT, INC. 

209 West 48th St. New York, N.Y. 


F & B PAYS MORE 
FOR USED 16/35MM EQUIPMENT 

WRITE — WIRE — PHONE 
FOR OUR CASH OFFER 

FLORMAN & BABB MU. 2-2928 

70 W. 45TH ST. NEW YORK 36, N.Y. 


HELP WANTED 


WANTED 

EXPERIENCED FILM LABORATORY MAN 

Must know SENITOMETRIC CONTROL, be able to op¬ 
erate HOUSTON K1A and HOUSTON MODEL 22 
16mm. Machines and operate B&H Model J printer. 
Laboratory is a one man operation. Must relocate 
in HOUSTON, TEXAS. Send details of experience 
and salary requirements. SOUTHWEST FILM PRO¬ 
DUCTIONS, INC., 4040 Westheimer Rd., Houston 6, 
Texas. 


CAMERA A SOUND MEN 


CAMERAMAN AVAILABLE for assignment in the 
PHILIPPINES and nearby territories. 16 and 35mm 
B&W or Color. RCA sound if needed. WILLIAM 
H. JANSEN, A.S.C., 651-B, Inverness, Santa Ana, 
Manila, P. I. 


NEW GUINEA—PAPUA. 16mm Colour, B&W assign¬ 
ments. JIM JEFFREY, Port Moresby, Papua. 


LABORATORY & SOUND 


SOUND RECORDING at a reasonable cost. High 
Fidelity 16 or 35. Quality guaranteed. Complete 
studio and laboratory services. Color printing and 
lacquer coating. ESCAR MOTION PICTURE SERVICE, 
INC., 7315 Carnegie Avenue, Cleveland 3, Ohio. 
Phone Endicott 1 -2707. 


COLOR SLIDES, PHOTOS A FILMS 


NATURAL COLOR SLIDES, Scenic, National Parks, 
Cities, Animals, Flowers, etc. Set of eight $1.95. 
Sample and List 25c. SLIDES, P.O. Box 26, 
Gardena, Calif. 


CLEARANCE SALE — 8mm. & 16mm. movies. Free 
catalogue. VARIETY, 268-14 79th Avenue, Floral 
Park, New York. 
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MOTION-PICTURE 


Kodascope Pageant Sound Projector. 

The economical, top-choice machine for 
sound and silent projection under aver¬ 
age conditions. Where optimum sound 
distribution is desired, plug in the Kodak 
Multi-Speaker Unit, three extra speakers 
in matching case. Projector, complete 
with 8-inch speaker, $400. Multi-Speaker 
Unit, $92.50. Sound and silent projection. 


Kodascope Pageant Sound Projector, 
Model AV-071, with Plus-40 Shutter. 

Super-brilliant version of the standard 
Pageant, featuring the Plus-40 Shutter 
which increases light by more than 40%. 
Ideal for projection in hard-to-darken 
rooms, halls, or auditoriums; for long 
screen throws or unusually large picture 
areas. $400. Sound projection only. 


Kodascope Pageant Sound Projector, 
Model AV-151, with 1 5-watt amplifier. A 

powerful high-fidelity amplifier teamed with 
the extra capacity of the 12-inch Kodak De 
Luxe Speaker provides sound ample for 
auditorium projection. Separate bass, tre¬ 
ble, and Fidelity controls afford the finest 
sound quality obtainable with a portable 
projector. $530. Sound and silent projection. 


Kodascope Pageant Sound Projector, 
Model AV-151E, with Plus-40 Shutter and 
15-watt amplifier. Combines the extra light 
from Kodak’s Plus-40 Shutter with the pre¬ 
cise tone-and-volume features of the Model 
AV-151. Its brilliant screening and superb 
tonal quality enable you to meet every 16mm. 
sound requirement short of a theater-type 
installation. $530. Sound projection only. 


Kodascope Analyst Projector. Designed for 
16mm. motion-picture analysis. Heavy-duty 
reversing mechanism operates from remote- 
control switch on 5-foot cord. Constant- 
speed blower permits repeated, instantane¬ 
ous film reversals with complete safety for 
film and projector. Includes Kodak Day¬ 
light Projection Viewer for desk-top movie 
study. $295. Silent projection only. 



The Eastman 16mm. Projector, Model 25, for theater-quality 
projection. Built for heavy-duty service in large auditoriums, 
theaters, or assembly halls. Powerful optical system and high- 
fidelity sound system assure top performance from any 16mm. 
optical sound film. Two models, high-intensity arc (left), and 
tungsten (right). Prices from $3270. 


Prices subject to change without notice. 


r 
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Please send name of nearest Kodak Audio-Visual Dealer. Complete in¬ 
formation on equipment checked: □ standard Pageant □ Pageant 
Model AV-071 □ Pageant Model AV-151 □ Pageant Model AV- 

151E □ Kodascope Analyst □ Kodak Multi-Speaker Unit □ East¬ 

man 16mm. Projector, Model 25. 
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optical 


refinements 


Mechanical perfection and precision optics have established 
the 70-DL reputation. Here is traditional Bell & Howell quality, 
performance and versatility represented in the finest of 16mm 
cameras. Matching this quality and versatility is the unsur¬ 
passed clarity and sharpness of Bell & Howell and Taylor Hob¬ 
son Cooke lenses. Truly this magnificent Bell & Howell camera 
offers you new adventures in photography. 
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Positive viewfinder always shows the exact field 
of the camera lens in use. The rotating turret 
brings any of the three viewfinder objectives into 
the proper position, the eyepiece focuses for in¬ 
dividual variations in eyesight. 

Rotating turret accommodates three standard C- 
mount lenses. You can choose from 18 magnifi¬ 
cent Bell & Howell and Taylor Hobson Cooke 
lenses ranging in focal lengths from 0.7" to 6". 
Apertures start at f/1.4. 
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equipment 
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Bell & Howell 







